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“TWO HUNDRED YEARS 


OF WEAVING HERITAGE LED US 
TO OUR AVL LOOM.” 


Sylua and Lucille Ortiz, Albuquerque, New Mexico. 


For centuries, the Hispanic people of 
northern New Mexico have been raising 
sheep and weaving wool. These craftspeo- 
ple have handed down their skills for gen- 
erations in an unbroken link — building 
rough-hewn looms, designing colorful fab- 
rics, and weaving them off. 

Sisters Sylvia and Lucille Ortiz are the 
seventh generation in a family tree that in- 
cludes the Ortegas of Chimayo — one of the 





Three vacations of New Mexico weavers gather to 
discuss technique: (from |-r) Lucille Ortiz, 
Grandmother Elvira Romero (holding a blanket she 
wove), Sylvia Ortiz, Mother Mary Ortiz. 





The AVL 60” Production Dobby Loom 


most celebrated weaving families in the 
Southwest. After studying a vaniety of art 
forms for six years on the East Coast, they 
decided to return to New Mexico in 1981 
and start their own weaving business. 

“We want to maintain our family’s tradi- 


— tional approach to weaving, yet we strive to 


create a very up-to-date look and feel. This 


| combination of old and new is what makes 
| our line, Ortiz Handwoven Originals, the 


success it is today.” 


“Imagine, it took Grandmother all day to 
weave a yard, but to compete in the modern 
world, our looms have to produce three to 
five yards an hour. After extensive product 
research, we invested in an AVL Produc- 
tion Loom.” 

“Only AVL delivers the quality to comple- 
ment our family tradition.” 





L\"78 AVL LOOMS 


‘+= 601 Orange St. Dept. 21 
pees = Chico, California 95926 


wal il il (916) 893-4915 


Send $2 for complete catalog 


AVL. Now the possibilities are endless. 
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Letters 





To our readers: 
Welcome to Threads magazine. And 
welcome to its Letters colummn. 

Pulling this first issue together has 
been an adventure, on which we've met 
many talented people. It’s also been a 
pleasure, for we found what we hoped we 
would find—people enjoy sharing tdeas 
and information about what they’ ve 
learned. So, thanks to our authors for 
taking a chance and writing fora 
magazine that didn't yet exist. And 
thanks fo you, our readers, for picking up 
our new magazine. 

We hope you'll jon us in making 
Threads a forum for textile artists, 
artisans, and teachers; for beginners 
and experts alike. We all need a place to 
share ideas and techniques, to talk shop, 
to ask questions and find answers, and to 
meet other people with our interests. 

Some of these people were good 
enough to send us their comments and 
advice in advance of publication. Now 
we'd like to hear from you. Please let us 
know what you think about what we 
have published and what you think we 
should publish. Write: Letters, Threads 
Magazine, Box 355, Newtown, CT 06470. 

—The Editors 


I’m really excited about the impending 
birth of Threads. As a fiber artist, I 
sometimes feel that I’m isolated in my 
studio, and I love to sec what others are 
doing. I have a large collection of fiber 
books, but I still can’t get enough, so I 
look forward to your magazine. 

—Nancy Smeltzer, Columbia, MD 


Tam a machine knitter, along with 
many others in my area. We would like to 
see patterns, yarn, and general supplies 
for all make machines. 

—Jeannine Hammond, Hamburg, NY 


Thank you for not talking projects. The 
whole idea is a turnoff as far as ’'m 
concerned. My main interest as an 
author and a designer is to encourage and 
show people how they can design and 
exceute their own projects... 

—Ferne Geller Cone, Seattle, WA 


Are there plans to inelude tatting in 
each issue of this new publication? 
“arly in the 7Os I made it my crusade 
to learn the “gentle art of tatting’—have 
given “mini” instructions in it and 
heartily endorse its preservation. 
I have acquired an extensive 

















collection of tatting books, as well as an 
interesting variety of tatting shuttles. 
Needless to say, I enjoy tatting and 
believe quality exposure, such as your 
magazine, will prove its time has come. 
—Gladys R. Wright, Willimantic, CT 


In this new magazine, please show why 


certain stitches are used, and explain the 


reasoning, such as for the strength, 
looks, or simplicity, and what alternate 
may be used.... 

—John O'Connor, Toms River, NJ 


Best of luck in the publishing of 


Threads. It Should be a welcome addition 


to the world of creativity.... 
Since I am in the process of compiling 
a Stumpwork Directory of sites having 
stumpwork in their collection, I would 
appreciate it if you would make this 
announcement in a future issue and 
have replies sent to: 
Stumpwork Society TH 
P.O. Box 122 
Bogota, NJ 07603 
—Sylvia C. Fishman, Bogota, NJ 


Please do not go “craft-y”! 
—Alicia Lathrop, Lebanon, CT 


THREADS OF 
CONTINUITY 


In 1929, through the efforts of Miss 
Lucy Morgan, Penland School was cre- 
ated to encourage the mountain women 
to preserve the disappearing art of hand 
weaving. Through the interlacing of 
their energies, a web was woven which 
gave direction to the rebirth of the craft 
movement. 


Nurtured in this tradition, Penland 
evolved into the largest craft school in 
America, encouraging new and innova- 
tive programs in weaving. Today it con- 
tinues to provide a non-competitive, 
stimulating environment where crafts- 
people meet to interact and explore the 
hidden depths of their craft. 


We at Penland welcome the birth of 
THREADS magazine as a continuation 
of Miss Lucy’s legacy to the weaver. 
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Penland School 
Dept. W 

Penland, NC 28765 
704/765-2359 
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Normal  *Disc. Bolt 
iPriced '* the yard in dollars) Price _ Price Price 


Silk Satin Crepe 36” $5.00 $4.25 $3.85 
Crepe Backed Silk Satin 9.05 7.70 7.10 
“Charmeuse” 45” 
Crepe Satin Speckled 7.45 6.33 5.95 
Crepe de Chine 14mm 36” 6.25 5.31 4.60 
Crepe de Chine 14mm 45” 6.96 5.90 5.60 
Fuji Broadcloth 10 |b. 6.35 5.40 4.80 
36” (Aug) 
V. heavy Raw Silk 48” Ga 7.95 7.40 
Spun Silk Taffeta 45” 6.00 5.10 4.60 
Tussah Silk 3A 42” 4.45 3.78 3.10 
Tussah (hand woven) 3B 33” 4.70 4.00 3.59 
Tussah 3C 42” (s]. rib) 3.95 3335 2.95 
Tussah 3D 48” (v. heavy) 8.20 6.97 6.50 
Popular Silk Noil 36” 4.70 4.00 3.60 
Silk Habota!t (6mm) 45” 3.41 2.90 2.50 
Silk Habotai (8mm) 45” 4.25 3.61 3.00 
Silk Habotai (8.5) 36” July 3.41 2.90 2.50 
Silk Habotai (10mm) 45” 4.95 4.20 3.75 
Silk Habotai (12mm) 45” 5.47 4.65 4.20 
Noil SL Twill one side 36” 5.88 5.00 4.60 
Silk Satin 45” 6.94 5.90 5.40 
Silk Chiffon 45” 4.56 3.90 3.40 
Silk Shauntung 54” 8.35 7.10 6.65 
Mousdoup 36” 6.56 57 5.40 
Fabric swatches .50 each. *Any order over $60.00. 
Hand rolled silk scarves will be available in September. 
Cotton Fabrics, Made in Switzerland 
Satin C46A approx. 135g/m2, prepared for printing, 
singed, mercerized, natural color, 54” 5.90 quoted 
Satin C46B, as above, bleached, white 54” 5.90 quoted 
Muslin C28. approx. 75g m2, prepared for printing, 
singed, mercerized, bleached, without optical 
brightening. 54” 4.80 quoted 
indian silks and cotton fabrics will be available in 
August. Silk scarves with hand rolled hemmed edges 
will be avatlabie in early September. 
PRINCE FIX DYES for silk and wool - require no 
steam fixing. Printed color chart $1/ Fabric color 
chart $5. 
PAINTING WITH DYES ON SILK AND WOOL. 
instruction booklet $3.50. 


Rupert, Gibbon & Spider 


718 College St. Dept. 6C, Healdsburg, CA 95448 
707 = 433-9577 
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uffalo Batt & Felt Corp., Dept. T-10 
3307 Walden Ave., Depew, NY 14043 
Phone: 716-688-7100 
Enclosed: $1.00 for Brochure, Samples. 


Name 
Address 
City 


October/November 1985 














The Alpaca People 


pate | 


Nothing in the knitting market has the luxurious feel, 









warmth and durability of Andean’s 100% Alpaca Yarn. 


Alpaca is produced in very limited quantities high in the mountains of 
Peru where the animals are sheared only every other year. 


Andean Alpaca is a joy to work for hand knitters, machine knitters, and 
weavers. 4 weights and 88 natural and dyed shades. 55 shades come in 
cones for an economical value. When you work with Andean Alpaca you 
create beautiful and valuable garments worthy of your time. Andean Alpaca 


does not shed, wrinkle and is mothproofed. 


Ask for it at your favoriteyarn shop or write for the name of the store nearest 
to you. Dealer inquiries welcome. 


You owe it to yourself to experience the most regal of yarns! 


Andean Yarns 


Dept. T105, 54 Industrial Way, Wilmington, MA 01887 
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GMB inspiration. [ts yours for the 
asking. The 1985 catalog from 
Interweave Press offers specially- 


~=f 


In our catalog — your catalyst. 
Inspiration, free for the asking. 
MS Proudly brought to you by 


(617) 657-7680 
1-800-531-6325 














Interweave Press — inspiration 

and information — 
interwoven. - 
MM Write today to: 
Interweave Press 
306 N. Washington 
Loveland, CO 80537 


chosen books for the weaver, the 
SOHC CULL Vos oleae send me the Free 
the tailor. 1985 Interweave Press Catalog. 
MS Sourcebooks, 

tools, teachers. 

Books to catalyze 

ideas and imagination. 


Making a round cord 

Here’s a quick way to crochet a round 
and even cord of any length or thickness, 
using no hook, only your hands. 





For a small cord, start with yarn at 
least six times the length you want the 
finished cord to be. Fold the yarn in 
half and make a slip loop. Working with 
both forefingers, alternately pull the 
yarn through the loop, first from one side 
and then from the other (top drawing). 
Slip the loop alternately from the holding 
finger to the other forefinger as it 
makes the new loop, pulling down on the 
cord as it forms (bottom drawing). 

You'll find the motion is easy once you get 
it. When you reach the desired length, 
pull the loose ends through the loop and 
weave them into the cord. 

For a thick cord, start with multiple 
strands of yarn—double, triple, etc. There 
are endless uses fora cord like this—ties 
for hats, booties, sweaters, plant hangers, 
even shoelaces. I’ve made sneaker laces 
using two school colors of fine orlon or 
nylon yarn. A tight wrap of Scotch tape, 
wax, or glue, will shape the tips. 

—Jean Leavitt, Newtown, CT 





Washing embroideries 

If you're careful, you can wash 
embroidery, but first test any colors you 
think may run. To do this, put the 
embroidery face down on a blotter or 
paper towel. Then, using a Q-tip that 
you've dampened with distilled water, 
gently rub the colors in question. If a 
lot of color comes onto the Q-tip, don’t 
wash the piece. If you decide to wash it 
anyway and it starts to run, immediately 
put it under cold running water to flush 
out the dye. 

The most gentle detergents [ve found 
for cleaning embroidery are Orvus WA 
paste, DW 300, and Ipegal. Add % oz. of 
the detergent to a gallon of water. The 
water for both washing and rinsing 
should be baby-bath warm, or elbow 
temperature. Swish the work through 
the solution until it’s clean, rubbing 
gently to remove any marks. Rinse at 
least three times in clear water. Roll 
the piece in a bath towel; then block 
to shape. 

Orvus WA paste and Ipegal are made 
by Proctor & Gamble, PO Box 599, 
Cincinnati, OH 45201. Orvus can be 
purchased in tack shops, as it is used in 
grooming animals, or by mail from 
Talas, 104 5th Ave., New York, NY 10011. 
DW 300 is made by Lever Bros., 390 
Park Ave., New York, NY 10022. 

—Shirley Sacks, Kutztown, PA 


Knitting vn close quarters 
If you're going to be knitting while 
traveling, especially on an airplane ora 
bus, it’s much easier to knit on circular 
needles than on straight ones. They take 
up less elbow room and less space in 
your bag. You don’t need a pattern 
designed for circular needles, just knit 
back and forth in the usual way, as if you 
had two separate needles. 

—Ruth S. Galpin, Southport, CT 


Taping a straight line 

You can easily do any straight-line 

quilting, using masking tape as the 

template. I find tape ideal for several 

reasons: It comes in various widths, 

beginning with % in., which is perfect 

for outlining pieced designs; it’s 

inexpensive and reusable; it’s sticky 

enough to stay put, which helps you quilt 

precisely; and it eliminates the process 

of measuring the spacing of parallel lines. 
Some quilters find it awkward to quilt 

against the edge of the tape once it has 

been placed in position. If you have this 

problem, try using the tape as a temporary 

guideline for marking straight lines 

(with your regular chalk pencil or 

washable marker). Be sure to remove 

the masking tape as soon as possible. If 


you leave it on even as long as 
overnight, the adhesive may transfer into 
the fabric, and you’ll have a very hard 
time getting it out. 
—Maria Giganti and Carol Clyne, 
Brooklyn, NY 


Making buttonholes 
Here’s a way to make buttonholes come 
out the right length. Mark the beginning 
of the buttonhole with a basting line. 
Line up the sewing-machine needle with 
that point, and lower the presser foot. 
Then mark the position of the back of the 
foot by placing a pin in the fabric a 
little off to one side, as shown. Now put 
the button in front of the foot, and put 
a second pin in front of the button, 
allowing a little space for reinforcing 
the ends of the buttonhole, and for ease. 
Take the button away and stitch one 
side of the buttonhole. When the front of 
the foot reaches the second pin, 
reinforce the end of the buttonhole. Then 
stitch the other side of the buttonhole, 
stopping when the back of the foot has 
returned to the first pin. Reinforce the 
end, and your buttonhole should be perfect. 
—Ruth S. Galpin, Southport, CT 
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Our Tips column is a forum for readers 

to share their ways of working—hints, 
tricks, advice, techniques—and their 
sources for hard-to-find tools and materials. 
We'll pay $25 for each item we publish. 
Send details, sketches (we'll redraw them), 
and photos to Tips, Threads Magazine, 

Box 355, Newtown, CT 06470. 


Threads Magazine 
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The Schacht Baby Wolf is a thought- 
fully engineered portable loom. De- 
signed for mobility, you'll probably be 
tempted to take it to workshops, classes, 
out onto the porch, or to a friend’s. 
And if space is a problem, simply fold 
the loom up and roll it to some out of 


2 Ue ah iN the way place. 


The Schacht Baby Wolf is a perfect first 
loom, or for that matter, it's a perfect 
second loom. Use the Baby Wolf to try out yarns, experiment with 
new weaves or start a second project without involving your big loom. 




























Personalized Quality LABELS 


Printed in Black with Red Border on White Cotton. 
TO SEW INTO THE LOVELY THINGS YOU MAKE 





We didn’t sacrifice any important big loom features in the Schacht 
Baby Wolf. It has a 25 
inch weaving width 
and is available in 4 





Actual Size 2 1/2” x 11/16" harness, 8 harness nS Tn Va : r 
Prices 40/$5.75 - 70/$7.75 - 100/$9.75 4-Now, 4-L f Ht | uy onan iol mp 
(prices are for one name and one style only) dels ie eet ee ia yr i i au iii is | in y 


NAME TAPES tor schoois, camps or Homes importantly, 















sessees ieee cya B style 1 sew only | the Baby Wolf 
ja ; TTT kta aa Eee _e 1S made with 


Kaecete 200 Name Tapes $6.00 ; 
the same high 
Please enclose self-addressed stamped envelope 


(2 postage stamps for 70 or more labels) standards and ded- 
Enclose check or M.O. ication to the craft of 


IDENT-IFY LABEL CORP. Dept. 61 | 
P.O. Box 204, BROOKLYN, N.Y. 11214 ere part of your 





Canadian residents, enclose M.O. in U.S. funds handweaving that 





The Baby Wolf is 
just one of the 
many fine hand- 
weaving prod- 
ucts made 

by Schacht 
Spindle 
Company. 

We offer a complete 
line of looms and accessonies. 
Write for our free color catalog. 















Wonderful Yarns 
Be inspired by 32 color pages full of 
unusual hand-dyed yarns, luxurious 
silks, mohair, linen, cotton, cashmere, 
camel hair, alpaca, ribbons, and natu- 
ral Maine wool. Discover special books, 
baskets, buttons, and totes. Browse 
with your Yarn Sample Set and enjoy 
choosing your next easy-to-knit project 
with MARTHA HALL yarns. 
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Name 

Address 

City 

pate Sp 


O $1 for 32 page color catalog. 
0 $10 for6 card Yarn Sample Set of over 
250 yarns and a bonus Gift Certificate. 


MARTHA HALL 
4672 Main Street 
Yarmouth, Maine 04096 














Schacht Spindle Company, Inc. P.O. Box 2157 Dept. T Boulder, CO 80306 USA 303/442-3212 
© 1985 Schacht Spindle Company, Inc. 
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Why do colors flee the light? 

I like experimenting with natural dyes, 

but they fade so readily that I’m about to 

suitch to chemical dyes. Is there any 

way to make natural dyes more lightfast? 
—Anita Walling, North Canaan, NH 


Deborah Lerme Goodman replies: 

Nothing is more discouraging than 
helplessly watching the colors fade from 
some article you spent lots of time 
making with yarn that also took you long 
hours to dye with natural materials. 
Advocates of natural dyes point out that 
light affects all dyes. The truth, 

however, is that natural dyes are much 
more vulnerable than synthetics. 

But what if you could add something 
to the dyebath to make natural dyes more 
light-resistant? The people I contacted 
in the textile industry assured me that no 
one was interested in natural dyes 
anymore. I tried museums next, but the 
people I talked to there were skeptical 
about applying any substance that might 
threaten the textiles they are trying 
to preserve. 

Then I contacted Dr. Patricia Crews at 
the University of Nebraska, who has 
investigated ultraviolet absorbers (see 
Shuttle, Spindle & Dyepot, Spring 1981 and 
Summer 1981). Crews applies the same 
chemical powder used in suntan lotion (to 
convert ultraviolet radiation to 
harmless infrared, or heat) to woolen 
fabrics dyed with natural dyes. She 
dissolves the powder in either water or a 
dry-cleaning solvent. Then she exposes 
the fabric to a xenon-are lamp, which 
simulates sunlight. 

Fading was reduced somewhat in 
about half of the dyes she tested. They 
worked particularly well with madder 
and even turmeric, a notoriously fugitive 
dye. The choice of mordant (a chemical 
that causes the dye to bond to the fiber) 
didn’t seem to affect the results 
significantly. Crews suspects that the 
ultraviolet absorbers would allow for 
deeper penetration of the dye if they were 
added to the dyebath, rather than 
applied afterward to the dyed fabric, 
because there is greater molecular 
activity in a hot dyebath, and also because 
this has been shown to be the case in 
the industry, where ultraviolet absorbers 


Editor's note: Threads magazine 
welcomes questions from readers. We'll 
research problems of general interest 
and publish the replies. We'll also 


publish readers’ comments on the 
questions and answers. Send your 
questions and comments to: 

Questions, Threads Magazine, Box 355, 
Newtoun, CT 06470. 





are used in some synthetic dyes for 
textiles, such as carpeting, that will be 
exposed to light. 

Unfortunately, ultraviolet absorbers 
are not currently available in small 
amounts. Crews hopes that her research 
will stimulate a market among fiber 
artists. But until you can add ultraviolet 
absorbers to your dyebath, consider 
selecting dyestuffs and mordants that 
are reasonably lightfast. 

A few studies in the last 20 years 
have classified several of the traditional 
natural dyes, with different mordants, 
according to lightfastness. For 
contemporary dyers, Patricia Crew’s 
findings offer the most useful information 
(see chart at right). 

Crews premordanted specimens of 
woolen fabrics with alum, chrome, copper, 
iron, and tin, then dyed each with one 
of 16 yellow dyes. She discovered that the 
mordant affected lightfastness more 
than the dyestuff, or even the length of 
exposure. Dyes mordanted with alum 
and tin faded significantly more and faster 
than those treated with chrome, copper, 
and iron, and they showed a greater color 
change. Tin, which yields bright, clear 
colors, renders yellow dyes even more 
sensitive to light. Chrome, yielding the 
most lightfast colors of the mordants 
tested, is one of the more toxic mordants 
and must be used cautiously. What’s more, 
it doesn't produce a clear yellow. 

Ultimately, it’s the use to which the 
textile will be put and its environment | 
that determine which combination of 
dyes and mordants can be used. Fading 
isn't a problem for a garment that will 
spend most of its life in a dark closet. 

Even the most light-sensitive dye will 
retain its color in this environment. But 
for rugs or wall hangings, which will be 
exposed to sunlight, the use of any 
natural dye except indigo, madder, or 
cochineal is risky. 

Sunlight isn’t the only form of light 
that can cause damage. Fluorescent tubes 
also cause fading, but the effect can be 
mitigated with a sleeve-shaped filter 
(available from Solar Sercen Company, 
53-11 105th St., Corona, NY 11368; or 
Verd-A-Ray Corporation, 615 Front St., 
Toledo, OH 43605), placed over the tube. 
Plexiglas, over displayed work, also 
helps block ultraviolct rays. Incandescent 
light is most troublesome when used 
inside an enclosed display case. The 
problem is not just the ultraviolct rays, 
but the heat that is generated. The fiber, 
as well as the colors, will suffer. 

A final consideration in color stability 
is moisture. Low relative humidity reduces 
fading. Even in arid climates, avoid 
hanging textiles in a bathroom. 


The chart below compares the 
lightfastness of yellow dyes derived from 
16 plants. After woolen fabrics were 
mordanted and then dyed with extractions 
from these plants, each was exposed to 
the same quantity of light (80 AATCC 
fading units from a xenon-arc lamp, 
defined as the light exposure required to 
produce “just appreciable fading” on 
blue wool standard L6, regardless of the 
number of machine hours of cxposure 
required to achieve this degree of fading). 


Lightfastness of Natural Dyes 


(9—superior, 1—poor) 





Mordant 
Plant Dye 


Cherry, Sour 
(leaves) 2/3 ],5 | 41] 3 


Cherry, Choke 


(leaves) 3.) 4 5 |} 4/4 
Clover, Sweet Yellow 

(flower heads) 4}/4)6)5 3 
Coreopsis | 
(flower heads) 4 2 


| (leaves) 
Dock | 
(green heads) 3 15 | 5 | 4 | 3 
Fustie, Old 
(wood) 53161777 | 2 
Goldenrod | | 
(flower heads) 3 15 2 | Oo 3 
Grape | 
(leaves) 2 6]/7],5 ] 2 


Marigold 
(flower heads) 


Crab Apple 







Mimosa | 
(flowers and leaves) | 2 | 6 >) | 4 | 5 
Mullein 
(flower heads) 3 5 |/5 | 5 | 4 
Onion 
| (yellow skins) ‘ 


Peach 
(leaves) 4 







Poplar, Lombardy 
(leaves) 


Smartweed 





(leaves) 2|4/)6]4 | 2 





Threads Magazine 


Yarn « Patterns 


=a | 
1 


#9 in a series of 10 new patterns 
printed on heavy ivory paper. 
Retail value of $2.00 each. 
Also, free patterns with yarn order. 


Threads of your life 

are woven into your quilts. 
When you make quilts you 
make memories for yourself, 
remembrances for loved ones. 
American family life 

has always been more colorful, 
cozy, and comfortable 
because of patchwork quilts. 
They're a national tradition 
we treasure. 

Keep the tradition alive. 
Make a quiltfor someone today, 
and you'll make a memory for tomorrow. 


QUILTER’S NEWSLETTER MAGAZINE will help you 
make quilts, find quilts, collect quilts, enjoy quilts. It’s full of 
patterns, color photos, news of sales, shows, contests; 
ideas, inspirations, and instructions for quilting projects. Its } 
topics range from traditional techniques to modern innova- 
tions; from quilt designing to quilt care, from country com- 
forters to contemporary quilt artists. Whether you're a quilt 
lover or a quilt maker, a beginner or expert, this magazine 
is for you. Join us today. 


GUARANTEE: LOVE IT! 


or money back after first issue. 


You'll get a FREE 32-pg. catalog including patterns 
PLUS an extra free quilt pattern with your first copy. 
And, you'll gei quilt patterns v2!ued at over $175 with 
each year of your subscription. 
1 QUILTER’S NEWSLETTER MAGAZINE 
Box 394, Dept. 7THK, i 
Wheatridge, CO 80034-0394 | 
My payment is enclosed for: 
(] Sample Issue with Cat. $2.50 ©) '4-yr. with Cat. $6.75 | 
_) Full Year (10 issues) with Catalog $11.50 
[1] Extra-Big Special 15th Anniversary Issue $3.95 ($1 p/h) | 
(U.S. Funds. Canada, add $3.50/yr.) ; 
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...we put in your hand. 


What you have in mind... 


When your choice of yarn has no limits, 
neither does your imagination. 


Our products and the way we do business 
will tell you how important we think 
your ideas are. 

For information on our direct service through the 


Yarn Store ina Box™sample set, 
please call TOLL FREE 1-800-341-0282 or write to 





Ha Icyon 
Yarn 


12 School Street 
Hath, Maine 
4a 5310 








Shearing the sheep 
There’s nothing like being loaded into 
the back of a pickup truck—or worse yet, 
stuffed into a station wagon—to bring 
out the ornery side of a sheep. Never mind 
its reputation as a dumb and docile 
creature. A sheep will resort to anything : 
to resist this fate. It dodges its head and 
splays its legs. It bleats woefully, then 
baas angrily. And it finally finds a way 
of making itself weigh twice as much. 
Yet the same sheep is remarkably 
nonchalant when a less-than-gentle shearer 
skims electric clippers over its body. 
Short of raising sheep yourself, the 
best way to observe the two sides of the 
ovine personality is to attend one of the 
sheep-shearing festivals that occur in 
most agricultural areas each spring. In 
May, The Museum of American Textile 
Ilistory’s 13th Annual Shceep-Shearing 
Festival, in North Andover, MA, and the 
New Ilampshire Sheep and Wool 
Festival, in New Boston, NH, took place. 
At the Massachusetts festival, held 
May 19, the shearing of shcep was only a 
minute part of everything that went on: 
a crafts show, sheep-dog demonstrations, 











a spinning bee, and demonstrations of 
natural dyeing, sprawled over North 
Andover’s common. 








Inside the museum, 77-year-old 
Arevalois Kasparian dazzled spectators 
with her use of a drop spindle, a skill 
she mastered as a young girl in Armenia. 
“Ilow simple it is!” commented one 
visitor. “Everything is simple when you 
know how,” Mrs. Kasparian replied. 

Rabbit Goody of the Farmers Museum 
in Cooperstown, NY, was the judge of 
fleeces. Later, as they were auctioned 
off, she told the crowd, “There isn’t a bad 
fleece in the bunch. Every single one is 
of very high quality.” Nonetheless, the 
bids were exceptionally modest. A few 
nice-looking fleeces went for just 75¢ a 
pound, while many sold for $1.50 to 
$2.50 a pound. For spinners, the auction 
alone wasreason enough to attend. 

Meanwhile, at the New Hampshire 
festival the preceding weekend, the 
emphasis was on raising sheep. There was 
pen after pen of sheep: giant rams and tiny 
lambs, freshly shorn sheep and others 
still in fleece—Hampshircs, Corriedales, 
Romneys, and Shropshires—more sheep 
than anyone could count, even during a bad 
case of insomnia. 

After lunch, the sheep were led onto 
a platform for an auction that was as 
fascinating for the urban visitor as for 
the serious shepherd. When the urge to 
whip out $50 for an adorable lamb got 
too strong, you could stroll by booths 
displaying electric fences and livestock 
feed to remind yourself that $50 is just 
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the start of a much larger investment. 
Take border collics, for instanee. One of 
these dogs costs a lot more than a lamb, 
but how can you have an authentic flock 
without the right shepherding dog? 

This is not to suggest that visitors 
won't find yarn, fleece, and handknit 
sweaters for sale—along with sheep- 
adorned doodads. As in North Andover, 
fleeces were judged, then auctioned. 

In 1986, The Muscum of American 
Textile History’s Annual Sheep-Shearing 
Festival will be on Sunday, May 18. The 
New Hampshire Sheep and Wool Festival 
is scheduled for May 10-11, 1986. Many 
other states have similar festivals. Check 
the 4-H clubs or Departments of 
Agriculture. —Deborah Lerme Goodnian 
















































Two textile artists honored 
Two textile artists, Kay Sekimachi and 
Marianne Strengell, have becn named 
fellows of the American Craft Council. 
Sekimachi, 59, of Berkeley, CA, 
started her career as a weaver and during 
the 1960s developed a series of off-loom 
pieces, using monofilament nylon. She 
also has devised ways of weaving small 
boxes and baskets and recently has been 
experimenting with cast-paper bowls. 
Her work has been exhibited extensively 
in the United States and overscas and is 
represented in many museum collections. 
Strengcell, 76, is a textile designer. 
Born in Finland, she was established in 
Scandinavia before coming to the 
United States in 1937 to teach at 
Cranbrook Academy of Art, in 
Bloomfield Hills, MI. She headed the 
school’s textile and weaving 
departments from 1942 until 1961. 
Though she has designed a large 
number of industrially produced textiles, 
in recent years she’s been 
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Upholstery fabric by textile designer Marianne Strengell. 
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School of Fiber Arts 


Weaving, paper making, basketry, spinning, 
quilting, garment design, hand knits and much 
more in 16 exceptional fiber arts forms. Over 40 
classes, taught by 29 college level teachers. Limited 
enrollment. Summer oriented. Dormitory. 


Looms 
Advanced, simplified models for both production 


and beginner weaving. Exclusive Sievers design. 
Birch hardwood from our own forests. Available 
only by direct purchase. Immediate shipment. 
Discounts to students. 


write: 


Sievers 

Taylor Circle 

Washington Isle 
Wis. 54246 

(414) 847-2264 





Make a name for yourself with 


CUSTOM LABELS! 





@ Printed with your name, logo # Durable white or colored 


or artwork of your choice 

@ One or more ink colors 

@ Care or content information 
can be printed on back 


polyester tape 

@ Ravel proof 

@ Reasonally priced - even 
in small quantities 


SEND $1.00 FOR OUR CUSTOM LABEL SAMPLE KIT. 


CALL OR WRITE FOR PRICE 
& ORDERING INFORMATION. 


STERLING 


NAME TAPE COMPANY 


Dept. CL685B - P.O. Box 110 
Winsted, Connecticut 06098 
(203) 379-5142 
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For mare information contact 


HARY INC. 


8562 KATY FREEWAY, SUITE 154 
HOUSTON, TEXAS 77024 
® (713) 465-2515 








DISTRIBUTORS 
ALABAMA 
ANN'S KNIT CONE SHOP 
Route 20 Box 258D 
Dawes Road 
Mobile, AL 36609 
(205) 633-2095 


ALASKA 

THE KNITTING MACHINE 
3407 Airport Way 
Fairbanks, AK 99701 

(907) 479-5518 


ARIZONA 

FOCUS ON KNITS 
8720 E.Latham Drive 
Scottsdale, AZ 85257 
(602) 990-0704 


CALIFORNIA (North of Fresno) 
R.N. SMITH 

Box 214866 

Sacramento, CA 95821 

(916) 481-0226 


CALIFORNIA |Soulh of Fresno) 

BROTHER KNITTING MACHINE CENTER 
13233 Harbor Blvd. 

Garden Grove, CA 92643 

(714) 537-5648 


COLORADO 

THE STRAWBERRY CONNECTION 
1120 D. Magic Lamp Way 
Monument, CO 801 32-8578 

(303) 488-3992 


FLORIDA 

KNITTIN, STITCHIN & STUFF 
3689 Wilder Rd. 

Cantonment, FL 32533 

(904) 587-2112 





HAWAII 
JAC'S 

P.O, Box 4248 

Hilo, HI 96720 

(808) 966-7977 


ILLINOIS/MISSOURI 
THE KNIT WORKS 
2417 Lebanon Ave.,, Suite F 
Bellevillie, IL 62221 


(618) 277-4111 





INDIANA/KENTUCKY 

NO'BET WEAVE & KNIT SHOP 
713 Middlebury 

Goshen, IN 46526 

(219) 533-8239 


IOWA 

HERTHA'S KNITTING CORNER 
R#1 

Strawberry Point, |A 52076 

(319) 933-4937 


LOUISIANA 
NATHALIE'S KNITTING 
4024 {ota 

Metairie, LA 70001 
(504) 831-1499 


MARYLAND, DELAWARE 
VIRGINIA & WASHINGTON, D.C. 
FRANS KNITTING BOUTIQUE 
10504 A Scaggsville Rd. 

Laurel, MD 20707 

(301) 725-4264 


MICHIGAN 

KNIT’'N STITCH 
8415 N. Osborn Rd. 
Elweil, MI 48832 
(517) 463-5417 


NOVELTY 





FOR HAND ANDO INOUSTRIAL MACHINES 


MINNESOTA 
NORTH & SOUTH DAKOTA 
MARY LUE’S 

101 W. Broadway 

St. Peter, MN 56082 

(507) 931-3702 


MISSISSIPPI & ARKANSAS 
NORMA’S KNITS 

Rt. 1 Box 48-A 

Crystal Springs, MS 39059 
(601) 892-3632 


NEVADA 

E.M. PERKINS CO. 

206 S. Carson St. 
Carson City, NV 89701 ° 
(702) 882-1526 


NEW ENGLAND 

KOZY KORNER KUSTOM KNITTING 
9 Third St. 

Auburn, ME 04210 

(207) 783-0863 


NEW MEXICO 

KELLEY’S KNIT SHOP 
1513 Eubank N.E. 
Alburquerque, NM 87112 
(505) 294-6406 


NEW YORK, NEW JERSEY 

& CONNECTICUT 

SCHOOL PRODUCTS CO., INC. 
1201 Broadway 

New York, NY 10001 

(800) 847-4127 





NORTH CAROLINA 

KNITTING MACHINE & CRAFTS BY BET 
3175 C Azalea Garden Rd. 

Norfolk, VA 23513 

(804) 855-7960 


OREGON 

JUNE’S KNIT SHOP 
6570 S.W. Lombard Ave. 
Beaverton, OR 97005 
(503) 646-1049 


PENNSYLVANIA/OHIO 
BONNIE’S KNITTING MACHINES 
5694 Garwood St. 

Fairview, PA 16415 

(814) 474-3554 


TEXAS/OKLAHOMA 
PEGGY'S YARN FARM 
Rt. 1 Box 149-A 
Moores Mill Rd. 
Temple, TX 76501 
(817) 773-2862 


UTAH 

JOAN'S KNITTING MACHINE CENTER 
177 East5200 South 

Ogden, UT 84405 

(801) 479-8392 


WASHINGTON/IDAHO/MONTANA 
VITO'S HOUSE OF YARNS 

324 Custer Way 

Tumwater, WA 98501 

(206) 786-1607 


WISCONSIN 

KNIT N'PURL LIMITED 
827 Water St. 

Box 608 

Sauk City, W! 53583 
(608) 643-4007 


HOUSTON AREA AGENT 
DREDA HILL KNITS 
7106 Leader 

Houston, TX 77074 

(713) 771-9574 





EAST CANADA 

COREY SALES COMPANY 
1497 Durham Street 
Oakville, Ontario L6J 2P4 
(416) 842-2375 


WEST CANADA 

WILLY LICHAK KNITTING 
Box14 

Innisfree, Alberta TOB 2G0 
(403) 592-3778 


experimenting with art techniques— 
painting, collage, and photography—in 
conjunction with textiles. 


The flexible medium 
Complementing the show, “The Flexible 
Medium,” which sampled the 20th century 
art fabric collection of the Renwick 
Gallery, the James Renwick Collectors 
Alliance held a seminar at the end of 
April 1985. 

Ed Rossbach, an influential educator 
and a textile artist and Professor of Design 
at Berkeley from 1950-79, talked of 
those who, whether he willed or no, 
influenced him, and thus brought the 
audience through his textile past of the 
30s and 40s and into the 50s. He spoke 
of the stigma of craft for the “artist”; of 
his need to break away from the likes of 
Mama Gravander, craft guru of 1930s’ 
California, and “Pappy” Saarinen at 
Cranbrook (and his wife, Loja, did she 
really know how to weave, everyone 
wondered); of how he couldn’t 
acknowledge Mary Atwater, though her 
ability to analyze and encourage the 
disseminaton of textile information 
(about the work of colonial American 
pattern weavers) was remarkable. As a 
juror, for example, Rossbach once found 
himself unable to give a prize to an 
overshot coverlet, though he said, 
“Perfection was the only original thing 
about it,” and it was the only piece from 
that show he remembers. About his 
Cranbrook education, he mentioned the 
dominance of the loom and plain weave 
under Marianne Strengell, whose students 
produced closets full of 3-yd. lengths 
with the vague and unrequited idea 
that they were making models for 
industry production. 

He talked about how weaving began 
to get a structure apart from the obvious 
manipulations of the loom at the hands 
of Lea Miller with her in-depth study of 
gauze weaves; Dorothy Liebes, who was 
something of a media star in the 50s with 
her brilliant color, texture, and 
surprising use of weft materials; and later 
Kay Sekimachi, whose monofilament 
mesh, woven in multiple interpenetrating 
layers becomes three-dimensional when 
removed from the loom and hung. 

Enter Sheila Hicks, who talked very 
openly about the politics of making it 
economically as an artist, of jealousies, 
shows, commissions, of her role as 
cultural emissary between Europe and 
America—26 years of carrying back and 
forth suitcases of work she cared about. 
She talked of her first architectural 
commission for the Ford Foundation 
Auditorium in 1967, of its scale—14 ft. of 
linen with silk and gold embroidered 
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disks. And asking, “Did I sell out?” she 
answered, “Yes, but it’s OK. It’s the way 
you can make these things.” 

Glen Kaufmann, Professor of Art at 
the University of Georgia, attempted to 
define the wearable art of the 70s. He 
discussed the forms it has taken—from 
unwearable “garment as subject,” to art 
that needs the body to complete the 
statement, to clothing as an art form 
(the concerns of surface design and 
garment construction). 

Mildred Constantine (coauthor of The 
Art Fabric: Mainstream), hard pressed to 
define the present and predict the 
future, showed current work of artists she 
found interesting—among them Cynthia 
Schira, Virginia Davis, and Nancy 
Hemenway. She summed up and 
provoked many with the comment that 
she was now waiting for something new 
to come from the loom. —B. Levine 
“The Flexible Medium: 20th-Century 
American Art Fabric,” a one-day seminar 
held April 27, 1985, in Washington, 

D.C., was sponsored by the James Renwick 
Collectors Alliance and the Smithsonian 
Resident Associate Program. 


The Textile Museum 

turns 60 

This rare Indian patola (double-ikat 
sari), shown below, is prominently 
featured at the museum’s 60th 
anniversary exhibition, “Collections and 
Recollections: The Textile Museum at 
Sixty,” on view through September 22. 


The exhibition presents a sampling of 
textiles from six major categories within 
the museum’s collection. Some were 
bought by George Hewitt Myers between 
1890 and 1925; others are more recent 
acquisitions. Myer’s collection of 275 rugs 
and 60 textiles, with which he founded 
The Textile Museum in Washington, D.C., 
has grown to approximately 1,000 rugs 
and 10,000 textiles. Nineteenth-century 
rugs continue as a significant part of 
the collection, as do 15th- and 16th- 
century Islamic carpets, early Caucasian 
rugs of the 17th and 18th centuries, and 
early Chinese carpets. Myers also 
collected Ottoman Turkish and Greek 
Island embroideries. 

About half of the collection is from 
the Western Hemisphere, and two thirds 
of that is pre-Columbian. The more 
recent ethnographic textiles from 
Guatemala, Peru, Mexico, Bolivia, and 
the American Southwest, direct 
descendants of the pre-Columbian 
pieces that so intrigued Myers, were 
acquired in the 1960s. 

The Textile Museum, which is located 
at 2320 S St. NW, Washington, D.C., is 
more than a breathtaking collection. Its 
7,000-volume library is a researcher's 
dream and avery pleasant spot for the 
casual browser as well. The education 
department regularly offers tours, 
programs, and lecture series. In addition, 
the museum’s enticing shop and gallery 
show the work of contemporary fiber 
artists. —Deborah Lerme Goodman 
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Threads Magazine 


.» the Original Series of Craft Hang Tags 
trom The Designery. 
Our line of high quality hang tags 
offers you an attractive, professional way 


to attach your name and care instructions 
to all of your handcrafted items!! 


Options include color choices, quantity 
discounts, yarn, special orders, and more. 
4 i Lopate lial 
THE DESIGNERY 
P.O). Box 2847-1 
Kalamazoo, Michigan 4°4)03-2887 


Happiness is working with wool! Knit- 


ting, weaving, sewing, or quilting is all 
more fun when you use wool. Wool is 
the fiber of superior warmth and qual- 
ity. Wool is soft, natural, resilient, and 
easy to handle. 


Be inspired by our 100% wool yarns 
(both domestic and imported), sweater 
patterns and kits, sheepskin-sweater kits, sheepskins, wool quilt batting, and com- 


plete line of looms and weaving equipment. Or, let us process your wool into quilt 
or spinning batts. 


Send for a wool care pamphlet from the folks who raise the wool. 


Sugar River Farms, Inc. 
Box 663 
New Glarus, WI 53574 


Catalog $2 


Pure Wool 





Samples $3 





















DOLL KITS: Angelic Sleeping Baby, Handcrafted (U.S.A.) 
French Bisque Porcelain. China painted head, hands. 
Complete patterns for soft body and legs plus 
patterns for clothing. A must for any collection. 


#316, 10° size 
$15.95 
#317, 15” size 


PLUS $4.95 for Frt. & Hndg. Chge 


NY Residents add tax 
For catalogue and 
information (DISCOUNT) 
DOLL CLUB send $2.75 to: 


THE DOLL LADY 


P.O. Box 121-T, Homecrest Station, Bklyn, N.Y. 11229 
1-718-934-3113 




















Authentic 


— Boiled Wool 


imported from Austria 60” Wide 

Navy, white, red, black, rose, grey, 

loden, wine, emerald, royal blue 

Heavyweight $56 yard 

Medium weight $42 yard 

Dyed-to-match wool foldover braid 
$4 yard 


Swatches $3 (refundable with order), 
Visa, MasterCard accepted. Shipping $3 
IL residents add 6% tax. 


Classic Cloth 


Box 192-T, Washington, IL 61571 


Guaranteed to Fit! 


Individualized Pants, Bodice and Skirt Patterns 


How many times have you invested 
valuable time and money in sewing 
| an article of clothing —only to find 
| that it simply does not fit well? 





itd 1 
titmert? “.-| Now, thanks to advances in com- 

<) puter technology, I can offer you, | 
in addition to our successful pants pattern, two new basic cus- 


tom patterns made to your exact measurements. And I guaran- 
tee them to fit, or your money will be refunded. aay 
Order today. You’ll receive complete easy-to-follow = ? 
measuring directions and a special measuring x] 


tape by return mail. AND, if you order all three / ) YY ~ ff) 
patterns, we'll subtract $10.00from your total / 4 jae / 
order. Think of the time and money you will / | \ | f{ 

save. But really more important, how you'll ie 


enjoy using patterns that really fit. Your clothes “““~ 
will look and feel so good you'll use the patterns Ls 
over and over. 


CLOTHING DESIGN 
CONCEPTS, INC. 
Custom Patterns i] 


P.O. Box 1188, Manhattan, Kansas 66502 [fo | 
Phone toll free 800-348-7255. ! ¥ 
In Kansas (913) 539-1510 / 


October/November 1985 


| - Item 
} \or 


Pants pattern/ measuring, kit : 
\ | a Bodice pattern! measuring kit si A — 

i \ a Skirt pattern! measuring kit cae : | 
\ $10.00 discount for all 3 patterns ae ere | 
1 | Handling charge , = | 

1 = a derf 5 order Crit and be ahead in 


r are gu 
me e 
arerns that @ 
Ves! I an to 5 use P kit(s) for the items ma 


send me the measuring ee 


_ please \ 
=o ate A tsclov’: 


Name ————-— ae a 
de 


a Oiprice § 
($25.00 each) ———— 


I 
I 
l 
($25.00 each) ee I 
1 
1 
i 


s 
Our } watierns are > wonderful | gift 


ne ncepts, ine. 
via er ae sth to 0 Cig. Mana Der Co KS ve ale 
Make che Be 0 Be, 
: — ee 
We honor L)Mastet Card LIVISA = 


1 
1 
\ 
\ 
ccount # 
\ A 
1 
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if using Cre of our receipt 3), LOIN 
Signature ( n ne shipped within a oe Standard Time ). 
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Noe, Your ee ve hone 8 a.™. 
measure —— oe 


4 of your comp steted | 
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The desperate need 

for chartreuse 

by Constance Phillips 

Unless your addiction to stitching is 
new, you probably own enough cloth to 
carpet the Taj Mahal. My basement is a 
testimony to a working agreement 
between admissibility and avarice. No 
fiber artifact gets given away unless it is 
loathsome beyond redemption. 

I plan to put small samples of all the 
nicer discarded clothing and bolt cloth, 
which are stored, bagged, and out of 
sight, into clear plastic boxes coded by 
color. Then, when the madness is upon 
me, I will not have to unpack everything 
to see exactly what is available. 

But even my stupendous supply does 
not make me free from want. I Know that 
late one night, when all the fabric 
stores are Shuttered and dark, I will need 
a certain color—chartreuse, puce, 
amber, or umbcr—but it will not be there. 
Or, if it is, then it will be too thin or too 
thick or too ribbed or too something. I am 
no recruit to realism; why do I need 
precisely that color? 

I remember one scene from the movie 
Mr. Blandings Builds His Dream House, in 
which Myrna Loy gives instructions to 
the painter. She warbles a threnody about 
the blush of a strawberry, the blue of a 
robin’s cgg, and the glow of a glancing 
sunbeam. As soon as she leaves, the 
painter turns to his helper and says, 
“Lessee, ya got that, Joe? Red in the 
living room, bluc in the bedroom, and 
yellow in the kitchen.” 

Some people are immune to the 
special effects of colors. Kither they really 
do like all colors, or when they arc not 
near the color they love, they love the 
color they're near. 

I often note that color combinations 
other people enjoy hugely leave me 
queasy. I suppose the reverse could be 
true—my penchant for muddy greens is 
certainly not universal. 

My parents would have endless 
discussions about color while returning 
home from work on the subway. She 
was a dressmaker; he, a milliner. At stops, 
when the covering roar of the wheels 
would cease, you could hear the merits of 
Ileanor bluc versus copen blue being 
debated. We were, as children, privy to the 
idea that this year’s “sand” would be 
next year’s “greige,” and that “skipper” 
would return as “blueberry.” 

The comfortable colors may be those 
you grew up with—or grew up 
wanting—and it’s possible that without 
emotional triggers you wouldn't even like 
them. My sister and I were so often 
dressed in red for brown eyes and blue for 
blue eyes that when I became old 
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enough to choose for myself, I wore her 
color far too long. Many redheads, clad in 
too much green as children, now avoid it. 

A particular version of a color may 
cause you to grit your teeth. Once I made a 
huge batik quilt in an cffort to school 
myself to work with orange, because I hate 
it. I learned that I like coral, and when 
used alternately with pink, it could 
actually excuse the orange. A slight 
change in value—the depth of a color—in 
combination with a color you like, may 
make all the difference. Even so, two 
colors that make beautiful music 
together close to the eye may meld to mud 
at a distance of five feet. 

Personality analyses based on color 
preferences are about as helpful as 
fortune cookies. In the same basket is 
the theory that color will cvoke a given 
mood fora large number of people. A 
shade of pink was thought to be soothing, 
so they put il on the walls of a holding 
pen at the courthouse. Aftera half hour of 
calm, the holdees tore the place apart. 

Color means the primaries—red, blue, 
and yellow—and their bordering blends, 
which result in the secondary 
colors—orange, green, and violet. Then, 
depending upon how much of which 
you mix with what, you get thousands of 
hues. These hues are tinted with white, 
toned with gray, or shaded with black. 
That’s what I’m told. I believe it, but I 
don’t like it. Something in me doesn’t love 
a color wheel; the recipes I get from it 
sing me no songs. I am encircled by colors 
that please, and I merely withdraw 
them from their usual surroundings to 
thread through my needle. 


Constance Phillips hoards cloth, 
wrestles fiber, and writes about her 
experiences from Monsey, NY. 


New “trade” shows 

It’s a tantalizing idea: manufacturers, 
retailers, and consumers of sewing and 
needlecraft items under one roof, 
something like a boat show. 

Most people would welcome a chance 
to sec what’s new—all the latest overlock 
machines, and new techniques like 
machine embroidery over knitting 
needles—and to buy what’s not 
available locally. But until reeently, trade 
shows in the sewing and needlccraft 
business were for wholesalers or retailers, 
with consumers carefully excluded. 

The new kind of weekend shows have 
been staged in San Francisco, Seattle, and 
Cincinnati, under such banners as the 
“Great American Needlework and Sewing 
Fair,” and with such sponsors as the 
McCall and Simplicity pattern companies. 
With tickets costing $4, these shows 


have attracted 10,000 to 15,000 people 
each weekend. 

The better the local public relations 
effort in newspapers and on TV, the more 
sophisticated the consumer. And the 
happier the merchant, for the experienced 
home sewer wants the latest in tools 
and fabrics, regardless of price. It’s not 
unusual fora small merchant’s booth to 
take in $5,000 during the weekend event. 

But all is not so happy under the 
surface. The promoters who run the shows 
frequently do not Know the field, so the 
quality of the booths and demonstrations 
is uneven. After all, the promoter’s 
primary customer is the merchant who 
rents booth space, not the consumer. If 
that merchant sells styrofoam beads glued 
to twigs, for example, the promoter may 
not care—so long as the booth has been 
bought in advance. 

Worse, the show promotion business 
is rife with bankruptcies and lawsuits, 
which leave a bad taste in exhibitors’ 
mouths. Promoters have been known to 
sell booth space and then to cancel the 
show, disappearing with the advance 
money. McCall Pattern Company, 
sponsor of two shows in California, is 
suing one promoter for not repaying. 

Thus it’s uncertain whether the 
shows will spread cross-country, though 
there’s no doubt that the people who’ve 
attended love them. With the dwindling 
number of good fabric stores, the home 
sewer rejoices at being able to find 
everything—fabrics, tools, machines, 
and information—in one place. The 
needlecrafter is no longer restricted to 
those kits and patterns the local shop has 
chosen to stock. 

Upcoming weekend shows for the 
consumer include: Southern Women 
Show, Sept. 26-29, Birmingham- 
Jefferson Civic Center, Birmingham, AL, 
San Francisco Needlework and Sewing 
Show, Oct. 11-13, Showplace Square, 

San Francisco, CA; and Sewing and 
Stitchery Expo ’86, Feb. 7-8, Tacoma 
Dome, Tacoma, WA. —Robbie Fanning 


The silicon sewing machine 
The microchip technology of computers 
continues to make “smarter,” though 
expensive, sewing machines. At the 
same time, cut-rate overseas 
manufacturing is creating sewing 
machines that retail for less than $100. 

At the high end, Viking introduced a 
machine that could write. Then New Home 
brought out a programmable machine, 
and Brother delivered one that talks (one 
of its ten messages is: “Please lower 
presser-foot lever”). 

Now Singer offers the Ultra Unlimited 
Machine Model 6268, a programmable unit 
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Smooth, sharp, 
lightweight, with knife-edge cutlery blades that almost 
let you forget you're cutting. That’s Contura-lite® 

If the scissors you've been using make noise about all the 
work they're doing, change to Contura-lite® for all your sewing 


and embroidery projects. 
a os 


After all, Wiss has been cutting smoothly 
for over 130 years. Haven’t you heard? : 
“'S 
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The difference between work and workmanship. 


BOKER ¢ CRESCENT" LUFKIN NICHOLSON” PLUMB TURNER’ WELLER WIRE- WRAP" Wiss XCELITE” 





that can be “taught” new tricks with six 
drop-in cassettes, which direct the 
machine to stitch numbers, decorative 
borders, farm animals, and alphabets up 
to 2% in. high. 

Kenneth Davidson of Singer’s West 
Coast sales office says that the $1,499 
machine can “take the place of a 
$16,000 Meistergram monogramming 
machine.” Singer’s monogramming unit 
consists of a separate throat plate with a 
built-in embroidery hoop. The sewer 
chooses an alphabet style and size, 
specifies the letters to be sewn, loads 
the hoop, and puts a weight on the foot 
pedal. A few minutes of furious 
automatic sewing then produces a large, 
complete monogram. 

Simplicity has licensed its namc to 
Tacony Corporation to bring out its $99 
zigzag machine. “We researched the 
power of our name,” says Judy Raymond, 
Simplicity’s marketing viec-president, 
“and found that consumers recognized two 
names in sewing: Singer and Simplicity. 
We felt there was room for us at the 
volume price level.” 

Also at the ultrasimple low end is the 
$69 Featherlite, which weighs 10.5 Ib., 
from C&J Distributing Company 
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Unique Hand-Dyed Yarns 


Silk, Mohair, Wool & Cotton 


Natural & Hand-Dyed in Outrageous 
& Subtle Variegated Colors 


Samples $2.00 





(Miami, FL). It sews forward and 
backward, has a free arm, and comes in a 
choice of six colors. 

Finally, White weighs in with its 3-lb. 
portable Stitch-Mate, which is intended to 
retail for $59.95. It can either be 
plugged in or converted to battery 
operation. —Robbie Fanning 


What ails the apparel 
industry? 
“We can't compete,” was the usual 
answer. The question was, why do imports 
have the upper hand in the textile and 
apparel industry in the United Statcs? 
This was the unintended theme of 
“The Technology and Industry of 
Fashion,” a three-day symposium held 
reeently at the Fashion Institute of 
Technology (FIT) for the Costume 
Society of America’s 11th annual meeting. 
The issue was timely in light of the fact 
that the controversial Textile and Apparel 
Trade Enforcement Act of 1985 is now 
before Congress. The bill, if passed, would 
regulate the amount of imports from 
third-world countries. 
Didier Raven, publisher of American 
Fabrics and Fashions magazine (AFF), 
stated that 50% of all the apparel in 


(805) 922-1295 
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| 


Spinning Wheels & Looms 


Dyes eYarns eF ibers e Books e instruction 
eBrochures & Class Schedules SASE®e 


2725 N. Campbell Ave. 
Tucson, Arizona 85719 


this country is imported. “The industry is 
in trouble,” he said, asserting that if the 
trend continues, institutions like FIT and 
publications like AFF, both begun in 

the mid-1940s, would no longer exist. 
Raven noted that the textile industry is 
bigger than the aerospace and auto 
industries combined, yet “even Lee 
Iacocca wears imported garments. This 
affects our standard of living as well as 
of manufacturing. Soon we'll be a country 
that produces just services, not goods.” 

Raven and several others blamed the 
industry's problems not only on 
uncontrolled trade but on 
fragmentation within the industry. “The 
designer, technician, retailer, and mill 
don't know each other,” he said. Jerry 
Shaw, partner in Oscar de la Renta, 
agreed that there is a lack of 
communication and understanding in 
what he called the “war between 
manufacturers and retailers.” 

Laurence Leeds, president of 
Manhattan Industries, said that one of the 
reasons the import trade has grown is 
that there are too many retail stores in the 
United States. Ile says his company 
realized only a 1'2% profit this year due to 
problems with retailers and the cut-rate 











Spin n Weave, 


A Shop for 
Spinners and Weavers 
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100% PURE WOOL from the BRITISH ISLES. 


Chunky yarns in natural shades. Tweeds in fabulous 
colours. Latest designs from England. 


= i ) : 
25” JANET 
Molded*Face*Felt*Doll*P 

You mold the 
(tully jointed) SO EASY" 
PATTERN $127.75 ppd Inch Full awe payern for doll and 
ri jothes. REI SABLE face mold 2o7 MIX 

Pattern, mold, MLA, felt 


attern 


lace w/ felt and mold MIM- doll body is sewn ol felt 


| Jackets, vests, cardigans 
| packed in KNIT KITS 
s with easy clear 


KIT $35 00 pp Bits nts, Sat 
Pyes, Gants, brush, whl 
| EL I $1 Lyd pee (Tz hae toh) | ight Fleat 


CATALOG $1. free w/ order Includes NEW line of tel! dolls 


* instructions. Brochure 
$2.50, refundable with 
first order from... 


ty anile, fake fur foo wig, Neck uiilenet 


and supplies 


Yorgel -Me-Finots 


5419 Rosewood Street. Montclair, CA 91763 


2121 Walker Road 
Palmyra, NY 14522 


CA ADD 6% US FUNDS ONLY’ 
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Maine Line runs the way 


it's supposed to. Naturally. 


This versatile 100% worsted wool favorite is on 
track with 45 colors. See for yourself. Send $4.00 
for our unique sample collection showing all our 
product groups to: 

, JaggerSpun, Dept. T 


PR @) 5 ESSI ON AL (207) 324-4455 
CRAFT 
STUDIES 


Clay ¢ Fiber ¢ Metal e Wood 
PGi fotht{ To] Mei delittete| (1) Melcolelcolay 


college credit, loans, grants, 
financial aid, scholarships available 
September and January admission 


Fiber studies under the direction of Fuyuko Matsubara 
MEA Cranbrook Acodemy ot At, MA B.A. Musoasnino At University, Tokyo, Bunko Inslitule, tokyo 
Agditional siudies in Denmork Finland Sweden, Norwoy England ond Menco 


WORCESTER 
CRAFT 
CENTER 


25 Sagamore Road, Worcester, MA O1605 (617) 753-8183 





Also 

from the 
publishers 
of Threads... 


Fine Woodworking magazine 


If you enjoy working with wood, Fine Woodworking is your magazine. A year’s subscription 
brings you an incredible range of information—-on joinery, turning, carving, bending, finish- 
ing, machines, handtools, and any of a hundred different woodworking specialties. 
$18S/vear (six issues) 


Fine Homebuilding magazine 


Find out what today’s best builders can tell you about building and rebuilding houses. The 
emphasis throughout is on quality construction, and the tools, techniques, design and materi- 
als that go into it. $1S8S/vear (six issues) 





To order: Use the subscription card in this issue or write The Taunton Press, 63 South Main 
Street, Box 355, Newtown, CT 06470. You can also eall toll-free. 1-800-243-7252. and 
charge your order to your credit card. 
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competition of imports. “There are too 
many stores in the U.S.,” he said. “To 
compete, they have to be more 
demanding. Fixed prices are negotiable, 
so the makers are suffering. If your 
business is not based on volume, you 

can say no and keep your standards. With 
large volume, it’s tougher to walk away.” 

Leeds pointed out that mail-order 
businesses, which have a different 
overhead structure, also compete 
significantly with retailers. Department 
stores retaliate by vertically integrating, 
by going into their own label manufacture. 
For example, Macy’s, 80% of whose 
merchandise is imported, has 600 
employees in Hong Kong. “They’re 
doing it all themselves,” Leeds said. 

Imported labor and materials present 
economic advantages that make it 
impractical not to participate in this 
ever-growing problem. Leeds claimed he 
can manufacture a dress shirt for 40% 
less outside this country. “Because of the 
stores, you can’t afford to ignore that.” 

Stanley Love, a manufacturer of 
children’s clothing, showed a dress from 
his line that would not have been cost- 
effective or even possible to produce 
without overseas labor. Made of a 
polyester-linen fabric, hand-embroidered 
in mainland China, and completely 
lined, the dress sells for $35 to $40. If it 
were made here, the embroidery would 
have to be done by machine, and the 
garment would have to sell for more 
than $100. 

Leeds said that foreign laborers have 
an “unbelieveable work ethic, good 
manager/labor relations, and pride of 
workmanship.” Shaw, of de la Renta, 
agreed, stating that without “good 
training programs and schooling, a change 
in outlook, increased incentive, drive, 
and pride in making good products,” the 
textile and apparel industry will go the 
way of the automobile industry. “We 
didn’t lose the car industry in this 
country,” he said. “We gave it up.” 

Leeds also recalled a time when 
“puyers used to come in with pick glasses 
and look at the weave structures, 
examine the buttons, et cetcra. They knew 
fabrics. Now it’s more business- 
oriented—deals—rather than aesthetic- or 
quality-oriented. You have to 
understand the numbers.” 

According to Robert Beaulieu, 
professor and chairperson of the 
department of textile technology at FIT, 
“The master of business administration 
(M.B.A) is the worst thing that could 
have happened to the industry.” He sees 
poor labor management as the biggest 
problem the industry faces and believes 
the only solution is effective “systems 
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thinking.” Ile holds Sweden up as an 
example of this kind of thinking, where 
a robotized system has been devised for 
garment construction. 

Beaulieu said the automated process 
would begin at what he called an “Ego 
Center,” where a machine would 
measure the body and reproduce its 
motions to mathematically predict the 
dimensions of a garment. Robots would 
select the fabric, spread it, cut it, and 
code it. The pattern pieces would then be 
conveyed by a belt to an assembly line, 
where the garment would be sewn by a 
flexible machine using a liquid-fiber 
thread. One could visit the “Ego Center” 
on Monday, or just phone, and have a 
complete garment delivered Thursday. 
According to Beaulieu, this technology 
is already available at a reasonable price 
and is being considered for use by Volvo 
in food production. 

Labor’s view was given by Gus Tyler, 
assistant president of the International 
Ladics Garment Workers Union 
(ILGWU). “You are involved with the 


The Costume Society of America 
(15 Little John Rd., Englishtown, 
NJ 07726) publishes the annual 
journal, Dress, and a quarterly 
newsletter. Its members are textile 
and costume curators, historians, 
educators, and professionals. 


dreams,” he introduced himself by 
saying. “I am involved with the seamy side 
of fashion—the people who stitch the 
scams. They don’t think about the end 
product. It’s just a scam.” 

Tyler noted that 2 to 2% million 
people are employed in the production of 
textiles and apparel. Without imports, 
the textile industry would employ 4 
million. It is the largest factory 
employer in this country (larger than 
the steel, chemical, or automobile 
industry), but its workers earn only 
half of the average factory wage—“not a 
living wage.” 

Why are wages so low? Tylcr 
explained that the garment industry is a 
“fiercely competitive, labor-intensive 
industry,” and the edge in competition 
comes with the wage. “The wage in 
China is eighteen cents an hour,” he said. 
“We can’t compete.” 

Tyler also sees the conglomerate as a 
problem. “In days past, the union and boss 
could sit down with the same end in 
mind, maintaining the textile and apparel 
industry. Now they have become the 
financial playthings of conglomerates.” 
Tyler believes that robots (such as 
those Beaulieu described) will be the 
next blow to the industry and its 
labor force. —Deborah Cannarella 








DOS TEJEDORAS 


Hammock Making Techniques by 
Penelope Drooker. Covers a variety 
of fiber techniques. $8.00 paper. 


Latvian Mittens by L. Upitis, with 
color photos and over 100 graphs. 
$10.50 paper. 


Cornish Guernseys and Knit-Frocks 
by M. Wright, with photos, charts 
and instructions. $8.00 paper. 


Patterns and Textures for the Rigid 
Heddle Loom by B. Davenport. 
$5.95 paper. 


Finishes in the Ethnic Tradition Bai- 
zerman & Searle. $7.50 paper. 


Latin American Broeades Baizerman 
& Searle. $5.00 paper. 


Postage and handling: $1.00 for first book, .50 for 
each additional book. 


Send to: DOS TEJEDORAS 
3036 North Snelling Ave., St. Paul, MN 55113 
(612) 646-7445. 


PROM THRE SECK Ul 


An lilustrated Guide to 
HATMAKING 


Learn how to make felt, straw & fabric cov- 
ered hats with the easy to follow step-by- 
step instructions contained in the most 
complete and unique millinery book ever. 
Perfect for home sewers, doll makers, and 
costumers, Includes a list of suppliers and 
60 modern and historical patterns. Spiral 
bound. 200 pages. 8%" x 11”. Brochures 
available. 
Send $19.95 + $1.25 postage. 
MN residents add $7.20 sales tax. 
(Please pay in U.S funds.) 
Allow 4-6 weeks for delivery. 
Satisfaction absolutely guaranteed. 
MADHATTER PRESS 
3101 12th Ave. S. #5-T 
Minneapolis, MN 55407, U.S.A. 
(612) 722-8951 


DEALERS INQUIRIES WELCOMED 


by 





Threads Magazine 


| , TV | el, ] 
all i 
‘ ig aan Re 
Le Huet } 4 
wal ' 


tt i ai oS 


VT) Tie 
i} | 


sh 


= —— — 
= 
_———F 
‘i 
= ee 





Dont 
mss 


per 








issue 


Now that you’ve found out what Threads has to offer, keep the ideas and information coming 
with a charter subscription. You can start with this issue or the next. In either case, you'll 
receive six bimonthly issues filled with detailed articles on sewing, weaving, knitting, 
stitchery, quilting, basketmaking and much more—all by knowledgeable craftspeople. 


It’s a rare opportunity to develop your skills, exchange ideas and explore new areas of 
creativity. And you can become a charter subscriber for just $16 a year—$5 less than you’d 
pay for the same issues on the newsstand. Just use the coupon below, or call toll-free, 1-S00- 
243-7252, and use your credit card. (In Connecticut, call 426-8171.) 


Sew 


up 
A 


Yes, [’d like to subscribe to Threads magazine at the rate of just $16 for one year (six issues). 
If | am ever disappointed, I understand that I can cancel my subscription and 
receive a refund for all unmailed copies. 


CL) Start subscription with this issue. 
CL) Start subscription with next issue. 
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63 South Main Street, Box 355, Newtown, CT 06470 
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The COUNTRY CRAFTSMAN 


is a careful reproduction Flax Wheel made here in New England 
with a few changes to keep modem spinners happy. 
= FEATURES 

® Double Drive System 
e 1%” Oriface 
¢ New Larger Bobbin 
e Step Pulley with 13-22-1 
and 10-22-1 Ratios 

® Laquer Finish 

® Easy Change of Ratios 
with Step Pulley 













Look and Try it at a Dealer Near You e For more information write to 


The COGNTRY CRAFTSMAN 
P.O. Box 412 Littleton, MA 01460 617-486-4053 


Dealer inquiries invited. 








In the Sudberry 
tradition... 


New wood accessories for 1985 


G udberry House started the whole idea, almost 
two decades ago—wood accessories for needle- 
work and crafts, made from selected hardwoods 
a ee and carefully stained 
and professionally 
finished to frame the 
completed project. 
Three of our new- 
est and nicest are 
shown here—a box 
table with our new 
premium furniture 
finish, a pair of tables, 
and a special new 
lamp. At your local 
art needlework store. 
Write for complete color catalog. 


Fine Wood Accessories and Charted Design Books 
P.O. Box 895, Old Lyme, CT 06371 (203) 739-6951 Orders: 1-800-243-2607 
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QuiltersK Weavers | 
QUICK CUT KIT 


$31.95 plus shipping ($1.95) 
— $42 Value — 


18°x24" Self-Healing Gridded 
Cutting Board 
Large Gridded Plastic Ruler 
Large Olfa Rotary Cutter 
1” Bias Tape Maker 


Che see 
J raftsman’s 
ouch 


812 Beltrami Ave. 
Bemidji, MN 56601 
218-751-3435 
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Made for Eagh Other 


And made easier for you! GREAT SCOT’s new 

bobbin-free system puts fun and ease into knit- 

ting Argyles. 

The GREAT SCOT ARGYLER $32.00 
(with easy-to-follow instructions) 

The WEE SCOT $16.50 
(a smaller version for stockings) 

PATTERNS specially designed for the ARGYLER 
Child’s vest (2-12) and vest 










and stockings for stuffed 

bear (BEARGYLES!) $5.00 
Stockings $2.50 
Adult vest (32-44) $3.50 
Child’s pullover (2-12) $3.50 






YARN PACKS of soft imported Shetland $18-$22 
(Send $2 for prices and samples) 


ORDER TODAY FROM 

GREAT SCOT, DEPT. T 
5606 Mohican Road, Bethesda, MD 20816 
Maryland residents add 5% 
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ANNOUNCING the completion 


HANDWEAVING WITH ROBERTan ROBERTA 


A HANDWEAVING HOME STUDY COURSE 
is now available from Robert and Roberta 
Ayotte of Ayottes’ Designery. Our success 
as designer craftsmen in handweaving since 
1958 is what makes our course worth your 
consideration. Our goal is to help anyone 
interested in handweaving for pleasure 
and/or profit. Our comprehensive step-by- 
step course, HANDWEAVING WITH ROB- 
ERT AND ROBERTA, may just be what you 
have been looking for. Send for a free infor- 
mation kit from AYOTTES’ DESIGNERY, 
DEPT. T-KIT, CENTER SANDWICH, NH 
03227 or send $29.95 now for the Foun- 
dation Series of Lessons. 
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“ KAGEDO 


ANTIQUE JAPANESE 
KIMONO & OBI 


Guaranteed Premium Quality 
Pre-selected in Japan 


Hand Painted, Hand Dyed, Shibort, 
Ikats, Embroidery, Fine Silks 

120 Ib. bales or by the piece 
Samples Available 

Competitive Prices 

Limited to supply 


Scrap Silk Bales and Obi 
Available upon request 


Allorders Satistaction Guaranteed 
(allor write tor (ree information 


KAGEDO 
1000 Lenora, Suite 225 
Seattle, WA 98121 
(206) 467-9077 
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CWE TWO vest xits. 


oz. of unusual yarn handspun in 
England from rare & 
endangered British sheep; 
Shetlands Jacob, Castlemilk, 
Moorits, & Portlands. State 
natural color choices: greys, 
browns or variegated. Pattern 
choices: bearpaw, excentric 
cable & bobble, scalloped, lace 
and ribbed fan. 

$49.95 postage included 





Now Available in the US 


ASHFORD 


New Zealand Silver Beech construction 
World renowned Ashford Quality 
Kitset means Savings 
You assemble a prefinished product 
Sturdy — Rugged — yet portable 
A quality loom at affordable prices 
Write for brochure 


Wildflower Fiber Studio, Itd. 


61 State Road No. Dartmouth, MA 
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Knitting, Weaving, Spinning, Basketry 
Dyeing, Quilting, Latchwork, Needlework 

















Hidekane scissors 
are truly a joy 
to use! 


They will hold a sharper 
edge longer than any other 
scissor made. The razor sharp 
edges guarantee a clean, tear 
free cut in the finest silks as well 
as the heaviest tweeds. A heavy, 
chrome plated pivot screw assures a 
lifetime of smooth, chatter free use. 
Each Hidekane scissor is handmade by 
the master scissor maker Inoue Hiyoshi. 
Mr. Inoue mustperform over 100separate steps 
to complete a Hidekane scissor, and production 
is limited to a few Se each day. Hidekane 
scissors are available in three sizes. Each 
Scissor comes attractively packaged, postpaid. 
Sharper Edge catalog included. 
O Length is 10”; length of blade 5%" 
Order No. 06.300.24 $27.95 

O Length is 10%"; length of blade 6” 
Order No. 06.300.26 ......... $32.95 PPD. 
O Length is 11”: length of blade 6/2" 
Order No. 06.300.28 ......... $39.95 PPD. 
1 Sharper Edge catalog............ 50¢ 


THE SHARPER EDGE 


i 1731 Clement Ave., Dept. T-1, Alameda, CA 94501 / Phone (415) 521 1855 , 
i Enclosed is check/money order l 
] credit card number for a ne i 
| ADDRESS i 
i en 7 | i. oes = J 
California residents add sales tax STATE SS 
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Premier Issie 


Freestyle Embroidery 


New images with traditional stitches 


by Caroline Dahl 


bout nine years ago, coincid- 
ing with a reawakening of 
public interest in quilting and 
a personal dissatisfaction 
with my progress as a performing musician, 
I began thinking of needlework as some- 
thing that might be fun to do. I sat down 
and taught myself sewing on a Pfaff 1222 
that I had inherited from my mother. In 
the next few months, what had started out 
as a diversion became a consuming inter- 
est, as I experimented with hand-quilting, 
appliqué, needlepoint, and embroidery. 

I immediately liked the idea of making 
things with cloth and thread, materials 
that are easy for me to manipulate, inex- 
pensive, and easy to obtain at any corner 
sewing-supply store. I also enjoy working 
with my hands. I’m a piano player and play 
in bands or work solo in San Francisco 
clubs. My hands are agile from years of 
playing music, which makes the intricate 
work of embroidery both easy and fun. I’m 
lucky to have good eyesight, too, and I’m 
fast and accurate (and well practiced), 
which enables me to see results quickly. 

My first interest was in quilting. I made 
full-size quilts (81 in. by 96 in.) with lots 
of piecework, applique, and embroidery. 
After about two years, I found I was enjoy- 
ing the embroidery more than the piecing 
and quilting. I wanted more of a solid, 
overall embroidered look rather than just 
embroidery stitched over seams, outlining 
appliquéd forms, or worked in small isolated 
areas as on some of my quilts. Since then, 
I have been embroidering framed pictures, 
Christmas-tree ornaments, neckties, pins, 
purses, and clothing. 

I enjoy embroidery because of its lush 
texture and color and its uncomplicated 
nature—it doesn’t require many tools or 
any machines. I like it better than needle- 
point because it’s not confined to a grid, 
and so the designs can be freer, thicker, 
and less geometric. | like it better than 
quilting because it’s less cumbersome— 
you don’t need a large frame, and you can 
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work anyplace. I move around a lot and 
take as many vacations as possible, so I 
like the fact that all the materials I need 
can fit into a paper bag. 


Materials—To start a piece of embroidery, | 
assemble these materials: plain white 
muslin, embroidery floss, embroidery nee- 
dles, and a hoop. I use regular, inexpensive 
cotton muslin, making sure that there are 
no flaws in the area to be worked, and 
DMC cotton floss. The better the floss, the 
easier and faster it is to work. DMC colors 
are consistent, brilliant, and colorfast. The 
texture is smooth, and the floss lies evenly 
on the muslin. It twists and tangles less 
than other flosses and has few flaws or 
rough spots. The only drawback is its cost, 
but when you consider that floss is your 
only expense, it’s bearable. 

I usually use all six strands of floss when 
stitching. For details, | sometimes use just 
two or three, and for a very thick satin 
stitch, I use 12. I cut the floss to lengths of 
about 14 in. Strands longer than 14 in. will 
tangle; shorter strands are good only if you 
need a little bit of a specific color for a de- 
tail or small area. If the strands separate 
from each other or get twisted while I’m 
working, I just hold the piece upside down 
and let the threaded needle free-fall. The 
floss straightens itself out. 

I use a wooden hoop 4 in. in diameter. To 
see what suits you best, experiment with a 
few sizes. My hands are small, so a small 
hoop is easiest for me to hold, although I 
have to reposition it around the piece more 
often than I would a larger hoop. 


Ideas—Of course, the most important 
thing is the idea for the piece. If I’m about 
to spend hours and hours of work on some- 
thing, I feel the result should be completely 
my own work, or else it’s a waste of time. 
That’s why I was never interested in work- 
ing a preexisting design. To me, the de- 
signing is the most fun part. By designing, 
I mean coming up with the imagery as well 


as new stitches or new and interesting 
ways of using old stitches, and then put- 
ting it all together in a final piece. 

My imagery comes from various sources: 
from something I did or read or dreamed, 
from somebody else’s idea, from an excit- 
ing trip to an exotic place. A favorite sub- 


ject is my Bolivian parrot, Skwabby. I also 


like interior scenes with angles made by 
intersecting floors, ceilings, and walls. 
Dogs, imaginary creatures, and entertain- 
ment-related imagery frequently appear in 
my work. | also like the humor in putting 
words and pictures together. 

Once I have the idea for the piece, I 
make a rough drawing and use felt-tip pens 
to decide on the colors. I neaten up the 
drawing—or make another one—tape it toa 
flat surface with an ironed piece of muslin 
over it, and then trace the drawing onto the 
muslin with a pencil. At this point, I re- 
move the tape, crank up the stereo another 
notch (I always work with music on), put 
the drawing away, find a well-lighted spot, 
and I'm ready to start stitching. 

With the large part of the hoop over the 
muslin and the small part under, I posi- 
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Caroline Dahl's Bolivian parrot Skwabby (above) has been the inspiration for many of her embroideries. Like the real thing, his sombrero 
's decorated with sequins. On the facing page, Dahl models a jacket with an embroidered appliqué, also her own design. 
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Outline stitch 

Working from left to right, keep the floss above 
the needle and make a series of small stitches 
at a slight angle. Start each stitch at the mid- 
point of, and slightly below, the previous stitch 
so that the stitches lie close together. 


Satin stitch 

Lay a series of long, parallel stitches close to 
each other, without overlapping them, to fill in 
the image area. 


French knot 

Bring the needle up from the wrong side of the 
fabric, and wrap the floss around it 2 or 3 
times. Holding the strand taut, reinsert the nee- 
dle into the fabric close to where it came up and 
pull it through. The more times the floss is 
wrapped, the larger the knot. 


Couching 

Knot one end of the couching floss and bring it 
up through the fabric at the top of the line of 
stitching, sink the other end into the fabric at 
the bottom. With a second threaded needle, 
secure the couching with small, even stitches. 


Long-and-short stitch 

Outline the image area with a row of parallel 
stitches, staggered in length. Fill in the rest of 
the image, staggering the position and/or length 
of alternate stitches in each row. 


Fringe stitch 

Make a French knot, and start a short stitch per- 
penaicular to it. Do not finish the stitch by bring- 
ing the needle back into the fabric. Instead, cut 
the end and secure it with a seed stitch. Make 
fringe by separating the strands with a needle. 


Streamer stitch 

The streamer stitch 1s a variation on couching. 
instead of laying the couching floss flat, snake it 
across the surface of the fabric to form curves 
and loops. Then secure the floss with French 
knots or seed stitches. 


Chain stitch 

Bring the needle up through the fabric and rein- 
sert it close to where it came out, forming a 
loop. Bring the needle back up through the fab- 
ric a short distance below where it entered, 
over the loop, and pull the floss through. 


Cross stitch 

Make diagonal stitches on the right side of the 
fabric to form small x's. This stitch can be 
worked individually or in a continuous row. 


Buttonhole stitch 
Make a series of parallel vertical stitches, bring- 
ing the needle up and over the loop of floss 
each time to form a straight line of interlocking 
honzontal stitches. 
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tion the hoop anywhere on the design. You 
don’t have to start in one corner, as in 
needlepoint. Make sure the tension is tight 
enough to Keep the fabric taut, but not so 
tight that it distorts the design. If you 
avoid excessive pulling of the thread and 
fabric when stitching, the embroidery 
should not need much blocking. 


Stiteches—I mainly use the outline, satin, 
and long-and-short stitches,. the French 
Knot, and couching. Sometimes I cover 
large areas with solid French Knots to give 
the piece a chenille look. I also use the 
chain, cross, seed, and buttonhole stitches. 
A book such as The Encyclopedia of Needle- 
work is useful if you get stuck in the ex- 
perimentation stage or need help coming 
up with new stitches. 

I’ve devised a “streamer stitch,” which 
consists of a vertical cascade of floss se- 
cured every 1'4 in. or so by a French knot, 
and a “fringe stitch”—my variation on a 
French knot. To make the fringe stitch ina 
rug, for example, I make a French knot on 
the border of the rug. Then I bring the nee- 
dle up from underneath the muslin, imme- 
diately on the side of the knot farthest 
from the rug’s border. | make a short 
stitch at a right angle to the knot, but in- 
stead of completing the stitch by going 
back down into the fabric, I cut the floss 
about % in. away from the French knot 
and secure it to the piece with a small seed 
stitch. I fan out the cut floss a bit beyond 
the seed stitch with the point of the nee- 
dle. I frequently use a fringe stitch over 
other embroidery stitches. 

In “One Wild Party,” I used streamer 
stitches across the surface of the piece. | 
cut several lengths of different-colored 
floss, most longer than the height of the 
piece. I threaded and knotted the end of 
one length of floss and brought the needle 
up through the muslin at the very top, or 
near the top, of the piece. I gently snaked 
the floss back and forth across the surface, 
and with a second needle threaded with a 
contrasting color, [ secured the streamer at 
1-in. to 1%-in. intervals with French knots 
and seed stitches. Then at the bottom, for 
the first and only time, I put the first nee- 
dle back into the muslin and knotted the 
streamer floss on the wrong side of the 
piece. This stitch can also be done over 
other embroidery stitches. 

When couching, I also use two threaded 
needles. The first needle comes up through 
the material at one end of the area to be 
stitched and goes back into it at the end, 
while the other one secures the first 
thread at intervals with seed stitches. For 
decoration and pattern, I frequently put 
stitches on top of stitches in contrasting 
colors—straight or cross stitches on long- 
and-short stitches or French knots on 
chain stitches, for example. 

As highlights, I often use sequins, but- 
tons, metallic threads, or beads of glass, 
ceramic, metal, or plastic. Local sewing 
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and novelty stores and flea markets have a 
wealth of these things from which to 
choose. I especially like how beads catch 
the light, and they give the embroidery a 
nontraditional look, a harder texture, and 
often the illusion of depth. If the bead has 
a hole in its center, I sew it to the piece 
with two or three strands of DMC floss in a 
single straight stitch or secure it with a 
French knot by bringing the needle up 
through the muslin and through the bead, 
making the knot and going back down 
through the bead and muslin. Then I pull 
the knot down on top of (not through) the 
bead. I use a smaller needle for the bead- 
work, as the eye of the embroidery needle 
is too big for most beads. If the bead 
doesn’t have a hole, I simply glue it to the 
piece with Elmer’s Glue-All. I frequently 
use beads in areas where I would embroider 
seed stitches or French knots, just to vary 
the texture. | used sequins on Skwabby’s 
sombrero because that’s what real sombre- 
ros are decorated with. Beads, sequins, 
stitches on top of stitches, painted paper 
leaves (used on several “Skwabby” pieces), 
fringe, streamers, and embroidered words 
all add up to the comfortably cluttered 
look I prefer. That’s just what my apart- 
ment looks like. 

I use bright colors more than muted 
ones. Black, yellow, and white are very 
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dramatic colors to me, and I use them to 
outline shapes. I try to include lots of dif- 
ferent colors in one piece and aim for con- 
trast—dark colors next to light colors, 
light outlines on dark shapes, etc. I also 
contrast colors within stitches, as in 
streamer and cross stitches and couching. 
I don’t use variegated floss, because the 
color change is too random. Sometimes I 
do shading, and sometimes I do solid areas 
of color. I stitch large areas of a light color 
toward the end of the project to minimize 
the chances of their getting dirty. 

I work until I get tired of it, usually any- 
where from about 15 minutes to two hours 
at a stretch. Often I have two pieces in pro- 
gress at the same time, and sometimes I 
have nothing in progress. 


Finishing—My pieces range in size from 
about 6 in. by 10 in. to about 26 in. by 22 
in. | prefer a small piece because it’s easy 
to manipulate and doesn’t take forever to 
finish. | would lilxe to do a large piece, but 
sometime in the future. 

I block the finished embroidery on a 
large, smooth, wooden board. I leave about 
a 3-in.-wide margin of muslin on all sides. 
I get the piece thoroughly wet, stretch it a 
little, alternating vertical and horizontal 
directions, and then square it up with 
hammer and nails. As I work, I secure all 
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The piano in this detail from “Jerry Lee’s 
Dog” (above} has decorative straight stitches 
on long-and-short. stitches. In “One Wald 
Party” (below), Dahl used beads and_ se- 
quins to vary the texture. The streamer 
stitch is her own variation on couching. 
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Dahl adds embroidery by stitching directly onto the garment fabric, or she attaches an 
embroidered applique. In the top photo, two 4%-in.-dia. embroidered bowling balls are cen- 
tered, pinned, and basted to the shirt front, and their edges are covered with a deeply 
overlapping outline stitch. Small embroidered x's are applied in like manner to the collar. 
The flames at the lower thirds of the balls, extending onto the shirt, are embroidered d- 
rectly onto both the appliqued balls and the shirt fabric. In the bottom photo, an embrov- 
dered patch about 12 in. in diameter is appliqued to the back with %-in.-wide satin. stitches. 
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my stitches on the back of the piece with 
Knots or backstitches. The backs are al- 
ways covered with fabric, or with card- 
board if the piece is to be framed. I usually 
have a metal or wooden frame cut to order, 
or I find an old frame at a flea market and 
frame the piece myself. When pieces have 
cloth-covered or multiple-opening mats, I 
take them to my favorite frame shop, Dow 
and Frosini, in Berkeley. 

I don’t use glass to protect pieces that 
have been framed. I did at first, but I 
found that it took too much away from the 
richness of the work. Instead, I now spray 
the piece with Scotechgard, which leaves no 
residue when it dries and does not affect 
the colors. 

Sometimes I embroider directly onto 
clothing, but I also appliqué large, circular 
embroidered patches, using embroidery 
stitches instead of regular sewing stitches 
to attach the patches to the garment. Of- 
ten I combine both techniques, as I did in 
the bowling shirt shown at left. 

I make the garments as well as embroi- 
der them. First I make the appliqué patch, 
leaving a 2-in.-wide margin around it, and 
then I assemble the back of the garment. 
Next, I fold under % in. of the muslin, cen- 
ter the patch on the garment, baste it, and 
attach it with six strands of embroidery 
floss and a ¥%-in.-wide satin stitch. This 
leaves a neat, large circle of satin stitches 
on the wrong side of the garment, which 
you may or may not want to cover. After 
all the embroidery is done on, or applied 
to, the pieces, I finish the garment. 

When I[ started my first embroidery, I 
took an experimental approach. I exam- 
ined other embroidery and worked accord- 
ing to how it looked as though the stitches 
had been done, rather than learning a 
step-by-step method from a how-to-do-it 
book. I like to see results immediately, if 
not sooner, and I didn’t have any books to 
refer to at the time. Also, because I’m left- 
handed, I’m used to jumping into things 
instead of reading instructions or follow- 
ing diagrams, which are always geared to 
right-handed people. Later, when I started 
conducting workshops, I looked at books 
like The Encyclopedia of Needlework to see 
if I was working in the most efficient way 
and to better explain the stitches to my 
students. Another book I liked a lot was 
Jacopetti and Wainwright’s Native Funk 
and Flash, a colored picture book primarily 
of California craftwork and craftspeople. 
Although now somewhat dated, it was a 
great resource book for me, at the time 
still living in Kentucky and not yet having 
been out to the West Coast. I think the 
best approach in the beginning is whatever 
is most comfortable for you, either experi- 
menting or following instructions from a 
book, and being open to what other people 
are doing and how they are doing it. UO 


Caroline Dahl is a musician and _ teatile 
artist living in San Francisco, CA. 


Threads Magazine 


Caroline’s Triangular Purse 


1. This purse is made from four pieces of embroidery: two circular 
pieces and two roughly triangular pieces, with the shorter sides 
rounded. Trace paper patterns of the shapes onto muslin, and embroi- 
der all four pieces. (The design in the photo is done in French Knots 
and satin, outline, and long-and-short stitches.) Cut out the embroi- 
dery, leaving a l-in.-wide margin of muslin around the edges. 





2. Position the embroidered muslin on black material, and then cut 
the black material 2 in. larger than the muslin. Turn under ‘% in. of 
the muslin, and appliqué the embroidery to the black material with 
1-in.-wide satin stitches. (You could embroider directly on the black 
material instead of the muslin, but it is easier on the eyes to work on 
a white background.) 





7. To make the lining, cut two triangles of black material slightly larg- 
er than the purse, and machine-sew the side seams together. Fit the 
lining into the purse, fold over the raw edge about 4 in., and then pin 
it to the purse. 





3. Cut four pieces of heavyweight interfacing about 2 in. smaller on 
all sides than the paper patterns used to cut out the muslin. Baste the 
interfacing to the black material on the wrong sides. Fold 2 in. of the 
black material over the interfacing. Make sure that the material lies 
as flat and smooth as possible over the interfacing; overlap where nec- 
essary. Then pin and baste the black material to the interfacing on all 


four pieces. 
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8. To make the handle, warp a table loom or warping frame 21 times 

old ana with embroidery floss, in three groups of seven strands. Make one 

baste fabric group another color. Wrap the strands with floss to form three spirals 
22 in. long. For a shoulder bag, make a longer handle. 





4. To shape the pieces into a purse, fold each of the circles in half, fit 


one inside the other with the flat sides perpendicular, and pin the Wrap 

points of intersection. Then with black sewing thread and invisible strands 

stitches, sew the semicircles together where they intersect at the with 
floss 


front and back. 





Sew here 
9. Cut the spirals off the loom and knot all the ends. Braid the three 


spirals together, and secure the braid with afew hand stitches at each 
end. Sew one end of the braid to the purse at the inside of one small 
circle. Sew the other end of the braid to the other side of the purse 
diagonally across from where the first end was fastened. Sew the top 
of the lining to the purse, over the handle ends, with black thread and 
invisible stitches, and then remove the pins. 


ail 


Front 





5. Pin.and sew the triangles to the intersections of the semicircles on 
the inside of the purse, curved sides up. 
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6. Embroider four circles of muslin about 1% in. in diameter, back the : ‘ 
pieces with black material, and overeast the edges by machine. Sew } tor 
the small circles to the purse at the front and back where the tops of i 
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the triangles meet the semicircles. (The ends of the handle will be 


hidden between the purse and the lining behind these circles.) y Braid thes 
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Dyeing Gold and Yellow 
When the plants of spring and summer 
are gone, there’s always the onion 


by Edna Blackburn 





o regain his kingdom, Jason sailed 
to Colechis with the Argonauts to 
bring back the Golden’ Flcece 
from the golden ram. The lambs 
of Tunis sheep are born gold and 
later turn white but retain gold faces, ears, 
and legs. Today there are gold-fleeced An- 
gora goats in California. 

Lacking golden fleece, gold and yellow 
are sure colors to obtain from natural 
sources at any time. From spring to fall we 
can find endless supplies of plants and 
barks that make yellows. When the sea- 
sons pass and these sources have gone, we 
still have the onion, which will give gold, 
yellow, orange, green, and brown. 

Dyers must accept the fact that natural 
dyes won't always be the same. Location, 
soil, and weather alter the pigment and its 
strength in the plant or bark. And each fi- 
ber takes the dye differently. This is good, 
as we will have many different, yet harmo- 
nious, hues. If you require consistency, 
however, you may need synthetic dyes. 

Materials you might want to try with 
natural dyes include a good washed sheep 
fleece—either white or colored—small 
skeins of handspun yarn, bought yarns, 
Angora-goat wool, cotton, linen, and silk. 
However, vegetable fibers like cotton and 
linen are tricky. They need to be simmered 
and soaked in washing soda and a bit of 
detergent so that the fibers will open. This 
is alengthy process, better left for another 
article. All materials should be wet when 
put into the mordant or dye. 





Basie mordant—A mordant is what makes 
the dye bond to the fiber. Sometimes mor- 
dants can be added to the dyebath, but 
we'll use a premordant. For 1 Ib. of wool, 
my basic mix is 3 oz. to 4 oz. alum (alumi- 
num potassium sulfate) and 1 oz. cream of 
tartar in 3 gal. to 4 gal. of water, or enough 
water to let the wool float. 

Bring the brew to a simmer—don't let it 
boil—in a porcelain-coated, stainless-steel, 
brass, or copper pot. Add the wool and 
simmer 20 to 30 minutes. Silk requires 
only a few minutes and needs careful han- 
dling. Sometimes I don’t mordant it at all. 

There are several ways of handling mor- 
danted fibers. You can remove them di- 
rectly from the mordant to the prepared 
dyepot. You can leave them in the mor- 
dant overnight (okay for most fibers) and 


These three colors (bottom photo, facing 
page) came from onion and an alum and 
cream-of-tartar mordant. The sample at 
right was top-dyed with plain onton. Tin 
was added to the dyebath to yield the mia- 
dle sample, and tron was added to yield the 
olive-greenish sample (left). 


At right, 1 lb. of wool summers in the mor- 
dant, ready for the dyepot. Blackburn (top 
photo, facing page) added 1 tsp. of tin toa 
madder dyepot to get this orange color. 


October/November 1985 


dye them the next day. You can wet-store 
them in a cool place for 3 to 4 weeks—just 
lift them out of the pot when they’re cool 
enough to handle and put them into a 
plastic bag, checking every so often to be 
sure no mold has formed. Or you can dry 
the mordanted stuff and then store it, 
making sure to wet it thoroughly with 
plain water before you dye it. 

Never squeeze the fibers. Use a wooden 
ladle or dowel to lift them from the mor- 
dant or dyepot, and keep a plastic-coated 
wire basket or dish drainer handy. The less 
handling, the better. 





Onion dye—My onion dye recipe for | Ib. of 
wool (or other fibers) is simple: 1 lb. onion 
skins or 3 lb. cooking onions with their 
skins, chopped. Soak the onions overnight 
in 3 gal. to 4 gal. of water. The next day, 
simmer them 20 minutes. 

If you leave the mash in the pot with the 
wool during dyeing, the color will be stron- 
ger, but the materials will become varie- 
gated. Fleece, of course, will card out even- 
ly. If you strain the mash out, the dye will 
be more even. Simmer the wet, mordanted 
wool for about 10 to 15 minutes. Rinse and 
dry it; then wash it with a mild detergent 
to eliminate powdering-off of the color. 
For silk, strain the mash out, simmer only 
© minutes, and let it stand overnight. 
Rinse it and spread it out to dry. 

When I'm finished, I pour the used liq- 
uids into a hole ve dug in my garden. This 
seems better than allowing the chemicals 
to go into the septie tank or sewer. 


Variations with onion—There are other 
ways to use onion dye. If you start enough 
mordant and onion for 4 Ib. of wool, you 
can get 1 Ib. each of four colors. Mordant 
all the fiber together, but divide the dye 
into four batches. For a bright, clear yel- 
low, top-dye 1 batch with the plain onion 
over the basic mordant. For an olive green, 
add % oz. iron (ferrous sulfate) to the sec- 
ond dyepot. For a bright yellow-orange, 
add % oz. tin (stannous chloride) to the 
third batch of dye. For a brown, add 4 oz. 
to % oz. chrome (potassium dichromate) to 


the fourth dyepot. Simmer 15 to 20 min- 
utes, drain, rinse, and dry. Keep your face 
away from the pot, as chrome and other 
metallic salts are health hazards. 


Other yellows in season—You can obtain 
yellows from other plants besides onions. 
You can also get them from trees. 

As with onions, use alum and cream of 
tartar to mordant the wool; then soak and 
simmer the plants. The following plants 
are all worth trying: St.-John’s-wort (gives 
different yellows at different stages of 
growth), Queen Anne's lace, nettles, this- 
tles, jewelweed, ragweed, sedge grasses, 
dahlias, sweet fern (sweet gale), coreopsis 
(also gives red with chrome mordant), 
tansy, asters, agrimony (used for snake 
bites), marigolds, horsetail, burdock, curly 
dock, coltsfoot, goldenrod (48 varieties), 
chervil, celandine, carrot tops, spinach, 
plantain, and yarrow. 

To obtain tree dyes from barks, prun- 
ings, or small cuttings, soak the barks 
about 5 days. Then simmer them 20 to 30 
minutes. Add the fiber and simmer an- 
other 5 to 20 minutes. Try the bark and 
leaves of willow, elderberry (soak leaves 
until well decayed for a good gold color), 
barberry, mountain laurel (poisonous to 
sheep); the peeled bark of apple, cherry, 
peach, osage orange, sassafras, birch, lilac, 
forsythia; sumac wood or fruit (white su- 
mac is poison); walnut or butternut bark 
and nuts. Nuts can either be hulled or left 
in their shells. I soak nuts for 2 weeks, 
then simmer them for up to 1 hour. 

In my classes, we keep notes and sam- 
ples to record the results of our dyeing ex- 
periments. But don’t expect to reproduce 
your results exactly, even if you use the 
same yarns and plants. Be glad to have a 
subtle range of colors that work well and 
mellow well together. O 


Edna Blackburn has taught spinning, dye- 
ing, and weaving for many years. She 
raises sheep and holds classes at the Al- 
bion Ilills Farm School in Caledon East, 
Ontario. For a discussion of lightfastness 
and natural dyes, see p. 8. 





Resisting Dyes 


Three ways to put color in its place 


by Wendy Northup 


o paint on fabric, a surface design- 
er uses resists to control which 
areas will take color and which 
will not. Wherever they are ap- 
plied, resists keep the dyes from 
penetrating both the fabric and other dyes, 
so you can paint over them or next to 
them. There is an unlimited number of re- 
sists, but as a free-lance designer, I need to 
work quickly, so I use three resists that are 
fast and casy to handle: masking tape, 
gutta, and wax. These resists are intended 
for cotton and silk, but they'll work on 
other fabrics too. 

All fabrics should be bought “prepared 
for painting,” or they should be washed so 
that any finish in the fibers that might re- 
pel the dyes is removed. The first step in 
painting on fabric is to stretch it. Stretch- 
ing keeps the fabric from moving or buck- 
ling while the resists or dyes are being ap- 
plied. The objective is to keep the fabric 
square so that the grain (or weave) of the 
fabric is straight and the tension even. Un- 
even fabric will keep the brush and dye 
from moving smoothly and will distort the 
finished design. 

I attach the fabric to a wooden frame 
with either pushpins or thumbtacks, or I 
pin it directly to the table, placing newspa- 
pers underneath it. The wooden frame 
helps me to obtain even dye coverage, 
while the table provides a flatter surface 
for spray-painting or block-printing. When 
you work on a frame, tape the edges so 
that there is always a clean surface in con- 
tact with the fabric. If you work on a table, 
change the newspapers after you have fin- 
ished each design so that the dyes and re- 
sists will not seep through to clean fabric. 
When stretching fabric, I work from left to 
right, placing pins alternately at the bot- 
tom and top; then I work down the sides. I 
tug the fabric taut as I go along, pulling it 
in both directions so that I will get the 
best stretch. 

When talking about resists and fabric 
painting, it is also important to discuss 
dyes. I work with fiber-reactive dyes (dyes 
that penetrate the fibers), such as Procion; 
and French liquid dyes, such as Tinfix, 
Sennelier, and Elbesoie. 
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Fiber-reactive dyes come in liquid or 
powder form. They have to be mixed with 
baking soda, which causes the dye to bond 
to the fabric, and a chemical thickener, 
which keeps the color from running. I use 
only the liquid form. Powdered dyes are 
toxic, and the fine, airborne particles can 
leave pigment spots on the fabric. If you 
use powdered dyes, be sure to wear a respi- 
rator mask while mixing them. Always 
wear rubber gloves when working to elimi- 
nate the chance of absorbing the dyes 
through your skin. 

Fabrics dyed with fiber-reactives are 
washable and durable, and the colors 
won't fade in sunlight. These dyes are best 
for garment fabrics and fabrics for interi- 
ors, but they have to be rinsed out after 
they've been heat-set. To heat-set dyes, 
you can use a professional steamer, or the 
stove, as I do. I roll the fabric in newspa- 
per, put it on a rack in a pot with a small 
amount of water, and place the pot on the 
stove to steam the fabric for about 2 hour. 
Heat-setting is sometimes done with an 
iron on a high steam setting, bul the re- 
sults are harder to control. 

French liquid dyes produce nice bright 
colors and can be applied right from the 
bottle. However, they are expensive, may 
run when washed (even if they’ve been 
heat-set), and will fade in sunlight. There 
are French liquid dyes made for cotton, 
but I use those made for wool and silk. 


Masking tape—Masking tape is the easiest 
dye resist to use. (I also use Con-Tact paper 
in the same way.) It works better with fi- 
ber-reactive dyes than with French liquid 
dyes because the chemical thickener that 
is added to fiber-reactives keeps the color 
from seeping underneath the tape. Mask- 
ing tape is also more effective on cotton, 
which isn’t as slippery as silk. 

To apply a tape resist to fabric, press it 
firmly against that part of the fabric where 
you don’t want the dye to go, to create any 
shape you want. After you've applied one 
color, lift off the tape, apply new tape to 
another area, and paint on a second color. 
This resist technique leaves perfect edges, 
and its removal is easy and safe. 


Tape, as well as screens of metal, cloth, 
or rubber, make good resists when dyes are 
applied with an airbrush or a spray bottle. 
I often combine tape with screen resists to 
get a variety of effects. 


Gutta—Gutta, available in most art-supply 
stores, is a liquid resist with the consisten- 
ey of rubber cement. It comes in clear, 
black, and a limited number of colors. Un- 
like clear gutta, black and colored gutta 
are not removed from the fabric, because 
they will run. Instead, they're worked in as 
part of the design. Once you heat-set black 
or colored gutta, the fabric is washable. 

Gutta won't penetrate heavy fabrics, so 
it works best as a resist on silk or thin cot- 
ton. It is more effective with French liquid 
dyes than with fiber-reactive dyes; French 
liquid dyes will spread to the line of resist, 
but fiber-reaetives have to be carefully 
painted right next to it. I apply gutta with 
a cone to produce fine lines and small de- 
tails, although you can brush it on. You 
can work with a squeeze bottle or syringe 
applicator, too, but you won’t be able to 
vary the line thickness. 

To make a gutta cone, cut a piece of vel- 
lum tracing paper about 6 in. by 8 in. 
Then, starting at one edge, roll it around 
your finger until you have a neat, tight 
cone with no hole at the tip. Fix the seam 
with cellophane tape, beginning at the tip. 
Trim the top of the cone so the edge is 
even, and fill two thirds of it with gutta. 
(You can thin gutta with rubber-cement 
thinner if it’s too thick, or if you’re apply- 
ing it with a paintbrush.) With the taped 
seam facing you, fold the top edge over 
twice and secure it with another piece of 
tape. To draw the outline of your design, 
snip off the tip (the smaller the cut, the 
finer the line you will produce), and 
squeeze the cone as you draw, rolling the 
top as the gutta is used up, in the same 
way you would a paint tube. 

Before you start painting the image area, 
check to see that the gutta outline is thor- 
oughly dry; otherwise, the dye will seep 
underneath it, and the design will be 
ruined. Wet gutta is shiny and sits on top 
of the fabric; when dry, it is flat. Take care 
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Black and colored gutta 

can’t be removed from fabric. 

In the fabric shown above, Northup 

has worked black gutta into the design. 
7 


a 


To keep the grain of the fabric straight and the tension even for painting, Northup stretches 


the fabric onto a wooden frame and pins it in place. A tabletop, covered with newspapers, 
is a good flat surface for block-printing or spray-painting. 


After Northup has applied the dye to the fabric, she removes the 
thin strip of masking-tape resist. This technique leaves perfect 
edges and is easy and safe to use (above). 


Gutta is a liquid resist that can be applied with a paper cone, 


squeeze bottle, syringe applicator, or brush. The paper cone gives 
you the greatest control of line thickness (right). 
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To make fine lines and small details with wax, Northup uses a tyanting tool (top). She 
paints tnside the outline of the tmages (center), as she would when working with gutta. She 
lets the dyes dry thoroughly and then covers the entire tmage area with wax in order to 
paint tn the background color (bottom). 
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to paint next to the resist, not directly on 
it, because the dye will stain the gutta. 

Be sure the dyes are completely dry be- 
fore removing the clear gutta—you can 
speed up the drying process with a hair 
dryer. Gutta is removed with naphthol 
benzine, a toxic chemical that should be 
used only in a well-ventilated area. For 
small pieces, pour the naphthol benzine 
into a large glass jar, drop the fabric into 
it, cover the jar, and then swirl the ben- 
zine around so that the fabric is complete- 
ly saturated. Let it soak for approximately 
1 hour (longer, if you have used a lot of 
gutta), remove the fabric and let it dry. I 
put larger pieces in a basin full of benzine, 
which I keep covered with newspapers in 
order to reduce the fumes. Always wear 
rubber gloves when handling the soaked 
fabric. Naphthol benzine can be reused un- 
til it becomes thick and cloudy; Keep it 
stored in the can. 


Wax—Wax is one of the oldest and most 
common resists. Wax will work with any 
cold-water dye. I use it with both French 
liquid and fiber-reactive dyes on cotton 
and silk. The wonderful thing about using 
wax is that you can run the dye brush 
right over it when layering colors, at no 
risk to the dyes underneath. Wax is a great 
timesaver, too, because it can be applied 
quickly to large areas with a foam or nylon 
brush. It can also be applied with a tjant- 
ing tool for fine lines. The tjanting tool is a 
metal-tipped instrument with a wooden 
handle and a well to hold the resist. But 
there are two major drawbacks to using 
wax: It emits toxic fumes, and it’s difficult 
to remove from the fabric. 

When using wax, I prepare a mixture of 
half paraffin and half beeswax. Melt the 
wax either in a saucepan on an electric hot 
plate or in an electric frying pan. Work in 
an area that is well ventilated, and never 
melt wax in the kitchen. Before you apply 
the melted wax, make sure it is translu- 
cent. This is a sign that the wax is hot 
enough to penetrate the fabric. If the wax 
is not hot enough, it will sit on top of the 
fabric, and the dye will seep underneath. If 
the wax is too hot, however, it will sizzle 
on the fabric and spread beyond the area 
you want to cover. 

When the wax is the correct tempera- 
ture, dip the tjanting tool into it so that 
the well is filled. Hold a drip cloth under 
the tool as you carry the wax from the pan 
to the fabric. Work quickly—hot wax flows 
easily and, if you’re slow, you may end up 
with too much wax on the fabric. 

After you have painted the outlined im- 
ages and they’ve dried, cover them com- 
pletely with wax, and add the background 
color. When you have finished the back- 
ground, wipe the excess dye off the waxed 
areas with paper towels; if it is left on, the 
dye will eventually stain the wax. If you 
are drying the dyes with a hair dryer, make 
sure that the dryer doesn’t get too hot; 
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otherwise, the wax will melt and the de- 
sign will be ruined. 

You can get many different effects with 
wax. To create a pattern within a pattern, 
for example, apply wax to a solid or striped 
background, and then add another color to 
the surface. You can also stamp wax onto 
fabric with wooden blocks that you can 
buy or carve. Just dip the block into the 
wax, place it on the fabric, and hold it 
there for about four seconds. Then paint 
the image areas and background as usual. 

You can produce a lined texture in a de- 
sign if the wax is applied to fabric, then 
cracked. While beeswax keeps the wax 
mixture smooth for flat painting, more 
paraffin than beeswax is needed to create 
the cracked effect characteristic of batik. 
To achieve this effect, paint a lot of wax 
onto the plain fabric or the colored areas 
you want to crack, let the wax cool, gently 
crumple the fabric with your hands, and 
then apply a dark color over the cracked 
wax. Most designers dip the fabric into a 
tub of dye, but I restretch the crumpled 
fabric, paint the background color on, and 
then wipe off the excess dye. 

Removing wax has always been a prob- 
lem for surface designers. You can take the 
fabric to a dry cleaner, but many cleaners 
are hesitant to accept hand-painted fabrics 
because the dyes sometimes run in their 
machines. I melt the wax out by ironing 
the fabric between sheets of newspaper. 
You'll see a pattern come up through the 
paper as the wax lifts out of the fabric. If 
the fabric is still a little stiff, soak it in 
benzine for % hour to 2 hours, depending 
on the amount of wax left in the fabric. Let 
the fabric air-dry for about 45 minutes. 

Color Craft (Box 936, Avon, CT 06601) 
sells a cold-water wax-resist solution 
(called Cold Wax Solution) which, if you 
don’t want to work with harsh chemicals, 
is a godsend. Cold Wax Solution is non- 
toxic and water soluble. Like gutta, it 
comes ready to use and can be brushed on 
or applied with a squeeze bottle or syringe 
applicator—but not with a paper cone, as 
it’s a water-base resist. The best thing 
about this product is that it can be re- 
moved with hot water and detergent. Hlow- 
ever, you can use it with washable dyes 
only, and the dyes must be heat-set before 
the resist can be removed. I don’t work 
with this liquid wax often, because it re- 
quires a lot of patience. The resist must be 
completely dry before the dye is applied, 
but it’s thicker than gutta, so it takes long- 
er to dry. It also requires a lot of washing 
to thoroughly remove it from fabric. 

Masking tape, gutta, and wax can each 
be used alone as a resist, or they may be 
combined for innovative results. The possi- 
bilities for surface design are endless, and 
I hope these few methods will set the artis- 
tic wheels in motion. O 


Wendy Northup is a free-lance textile de- 
signer in New York City. 
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To stamp a design onto a piece of silk, 
Northup dips an antique wooden block into 
wax (above). The painting process (right) is 
the same as for other wax techniques. 


To create a batik design, Northup first 
paints wax onto areas that she wants to 
crack. After letting the wax cool, she gently 
crumples the fabric (center). Then she re- 
stretches the fabric and paints on a dark 
background color (above). The dark dye 
seeps into, and emphasizes, the cracks in 
the design. Northup rernoves the wax by 
troning the fabric between sheets of news- 
paper (right). 











33 





The Basic 


Knitting Machine 


Getting a fancy start with the simplest equipment 


by Susan Guagltumi 


o many of us, knitting a sweater by 
hand means a long commitment to 
a single project or considerable skill 
with Knitting needles. With a knit- 
ting machine, however, you can lcnit 
an entire row of stitches as quickly as you 
can Knit a single stitch by hand. Although 
there is a discernible difference between 
handknitting and machine Knitting, by 
combining the best of both methods, you 
can produce an assortment of sweaters in 
the time it might take you to knit one or 
two by hand. 

The Bond Knitting Frame and the Sing- 
er/Studio Hobby Knitter are simple, inex- 
pensive ($150-$250) versions of conven- 
tional Knitting machines. All but the most 
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essential parts have been eliminated, so 
you gan quickly learn to use them. Once 
you know the basic operations (the man- 
uals that come with the machines are 
quite helpful), it’s not unreasonable to ex- 
pect to Knit a simple sweater in just three 
hours. And with practice, and patience, as 
you develop your skill, you can begin to ex- 
plore the machine’s potential. In this arti- 
cle, (ll explain how the machines work, 
and [I'll discuss how to shape and construct 
a sweater. 

Handknitting skill is not a prerequisite 
for machine knitting, but it helps to be fa- 
miliar with garment shapes and finishing 
details. And you may find you actually en- 
joy the finishing. A sweater works up so 


Guaghiumi knits a sample swatch of the ca- 
bles-and-lace pattern on the Singer Hobby. 
She began with 10 rows of brown scrap 
yarn. Claw weights hang at the edges to 
help the stitches form properly. 


quickly that you'll still be carrying the ex- 
citement of the initial planning when 
you're ready to assemble it. 

With a knitting machine, your physical 
involvement is very different from hand- 
Knitting, but it is no less creative or satis- 
fying, and it’s certainly faster. Many stitch 
patterns that require considerable hand 
skill are reduced to simple transfer ma- 
neuvers on the machine. Even on the most 
sophisticated machines, increasing, de- 
creasing, and turning cables are done by 
hand with eyelet tools (one-, two-, or 
three-pronged devices that let you remove 
and replace stitches quickly). 

It is more practical to do some stitches 
by hand than by machine; garter and seed 
stitches head the list. But you can quickly 
work the large or plain sections of a gar- 
ment on the machine, then transfer the 
open stitches to handknitting needles for 
elaborate color or texture accents. If you 
know when to use 2 needles and when to 
use 120, you'll be able to Knit efficiently 
and so have time to explore additional 
ways of knitting. 


Ilow the machine works—In handknit- 
ting, two needles carry all the stitches, 
with the size of the needles determining 
the stitch size. Large needles produce big- 
ger stitches than small needles, since more 
yarn passes around a larger needle. On a 
Knitting machine, every stitch in the row 
has its own latch-hook needle. The size of 
the stitch is determined not by the size of 
the needle, but by the distance the needle 
moves. The number of needles, their size, 
and their spacing determine the range of 
yarns each machine can handle. 

The Bond and the Hobby are both bulky- 
gauge machines with a 120-needle capac- 
ity. (The Bond comes with 100 needles, 
and you can easily add 20 more.) The nee- 
dles are twice the size of those on a stan- 


Threads Magazine 


dard-gauge machine, there are fewer of 
them, and they are more widely spaced. 
Although the bulky-gauge machines can 
handle an occasional sport-weight yarn, 
they were developed for worsteds and larg- 
er yarns; the standard-gauge machines 
were designed for fingering and sport- 
weight yarns. 

Knitting machines have two major parts: 
the bed and the carriage. The bed, which 
clamps to a table, holds the needles in a 
flat, slotted surface about 40 in. long. 
Along the back edge of the bed is a raised 
ridge on which the carriage slides. When 
the needles are pushed completely back 
(out of work) or pulled all the way forward 
(holding position), the carriage passes 
across without moving them. There are 
two working positions in between. As the 
carriage is pushed across the bed, it moves 
the working needles back and forth in 
their slots and deposits new yarn; every 
pass of the carriage knits one complete 
row of stitches. 

The needles look like latch hooks with a 
bump, or butt, near the end. A triangular 
pathway on the carriage’s underside guides 
the butts of the needles through three 
phases of stitch formation. First, as each 
needle is moved forward in its slot (posi- 
tions 1], 2, 3 in the drawing at right), the 
stitch in the hook pushes the latch open 
and slides behind the latch. Next, as the 
center of the carriage passes over the open 
hook, it deposits new yarn (position 4). The 
carriage then guides the needle backward 
in its slot, and the old stitch flicks the nee- 
dle closed, capturing the new yarn. 
Weights attached to the fabric (either a 
long weighted hem or three or four claw 
weights) help pull the old stitch over and 
off the closed needle, forming the new 
stitch (positions 5, 6, 7). 

The individual stitch is formed in much 
the same way that crochet stitches are 
made. The carriage spans about 20 nee- 
dles, so there are always needles following 
each other in a continuous wave through 
the stages of stitch formation. By the time 
the carriage crosses the bed, each needle 
has knitted a new stitch. The finished 
stitches hang with the purl side out. 

Stitch size is determined in the third 
phase. The farther back the needle is 
pulled, the more yarn it takes up to form 
the new stitch. On the Bond, stitch size is 
regulated with a set of four interchange- 
able plastic key plates that fit into the car- 
riage. The triangular pathway on the un- 
derside of each plate is a slightly different 
length. The Hobby has a numbered dial 
with 30 settings that shift permanent 
cams on the underside of the carriage to 
alter the drawing-back of the needle. Be- 
cause the carriage must knit right to left as 
well as left to right, both sides of the trian- 
gular pathway are identical. 

This principle of stitch formation is com- 
mon to all knitting machines. More sophis- 
ticated machines have carriages with addi- 
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Phase 1 Phase 2 


Tracking one needle through the three 


phases of stitch formation 
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Photo by Susan Guagliumi 
The underside of the Singer Hobby carriage 


(above) reveals adjustable cams, used for reg- 
ulating stitch size, and rubber wheels, which 
act as a fabric guide. At right, Guagliumi 
has removed the handle of the Bond ma- 
chine to show the needles forming a row of 
stockinette stitches under the key plate. 
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tional cams and pathways. Simply pushing 
the carriage back and forth will produce 
stockinette stitch on the Bond or the Hobby. 
And with a little bit of human interven- 
tion, these machines can also do slip and 
tuck stitches, Fair Isle patterning, cables, 
lace, and even popcorn textures. 


Making the gauge swatch—lIf you've read 
your manual and practiced the basics, you 
might want to try the cables-and-lace 
sweater or the vertical-lace variation (see 
p. 38). Working through sample swatches 
will help you decide which one to make. 

Since gauge is the basis of all handknit- 
ting and machine knitting, the first step in 
any project is to knit a gauge swatch to en- 
sure that your stitch size is right. If you 
don’t know how many stitches youre get- 
ting to the inch, you won't know how 
many inches worth of sweater youre cast- 
ing on. And since you can’t measure 
length accurately while the knitting is on 
the machine, you must know how many 
rows you re getting to the inch. The swatch 
should be large enough for accurate mea- 
suring—about 6 in. sq.—and all measure- 
ments should be taken through the center. 

Your knitting will be under strain on the 
machine, so before you measure a swatch, 
remove it and let the stitches settle into 
place for several hours. If you plan to wash 
the finished sweater, then wash the 
swatch. Sample each new technique before 
you embark on an entire sweater; if you’re 
going to knit the sweater in a pattern 
stitch, use this same stitch for the gauge 
swatch. Stretching a swatch to fit will give 
you a garment you'll have to stretch to fit 
into. You can knit up swatches so fast that 
it makes sense to sample several stitch 
sizes, and you can easily ravel and reuse 
the yarn. Pull up on the loose yarn and 
hold the needles in place. As each stitch is 
undone, the previous stitch will drop right 
back onto the needle, row after row. Any 
hand transfers, though, have to be re- 
versed before the row can be raveled. 

To get a full symmetrical repeat and a 
large enough sample of the cables-and-lace 
pattern (see “Pattern structure,” p. 38), 
cast on 33 stitches with scrap yarn in a 
contrasting color but of the same weight. 
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Start with the No. 2 key plate on the Bond 
or a size 6 stitch on the Hobby. Knit about 
10 rows before rethreading the carriage 
with alpaca, and begin working the pat- 
tern. You can knit swatch after swatch if 
you separate each with about 10 rows of 
scrap knitting. After you knit a few rows, 
hang claw weights on the ends of the work 
to help the stitches form properly. Move 
the weights up every 10 or so rows. 
Machine-knit patterns are dealt with row 
by row, rather than stitch by stitch. All 
stitches for cables, lace, and increases or 
decreases are transferred with the eyelet 
tools; then the carriage is moved across 
the bed to knit the row. 
Row 1—Groups of 7 stitches indicate lace 
(shown above). In every lace row (lst, 5th, 
9th, etc.), you will be transferring stitches 
from the same 3 groups of 7 needles. The 
pattern count begins on the right after the 
first 2 plain seam-forming stitches. For 
each group of 7 stitches, use a triple-eyelet 
tool to move stitches 1, 2, and 3 one nee- 
dle to the left and stitches 5, 6, and 7 one 
needle to the right. The middle (4th) nee- 
dle of the group will now carry 3 stitches. 
The 1st and 7th needles are empty and are 
left in knitting position. Skip the next 4 
stitches. Then repeat the lace transfer on 
the next group of 7 stitches. Continue 
across the bed, ending the row with 2 plain 
stitches. Knit the row. 
Row 2—All even-numbered rows are knit 
plain. Simply move the carriage across the 
bed to Knit them. 
Row 3—Groups of 4 stitches indicate ca- 
bles (shown at top of next page). In every 
cable row (8rd, 7th, 11th, etc.), you'll be 
working with the same 2 groups of 4 nee- 
dles. Skip the 2 plain stitches and the first 
group of 7 stitches, and begin the count at 
the right of the first group of 4 stitches. 
Then remove stitches 1 and 2 on a double- 
eyelet tool, and stitches 3 and 4 on a sec- 
ond double-eyelet tool and hold to the left. 
Replace stitches 1 and 2 on the needles 
that held stitches 3 and 4, and stitches 3 
and 4 on the needles that held stitches 1 
and 2. Skip the next 7 stitches and repeat 
the cable transfer; the row will end with 9 
plain stitches. Knit the row. 
Row 4—Knit. 


With a trople-eyelet tool, Guaghumi begins 
the lace transfer for the second group in the 
row. When completed, the stitch group looks 
luke the drawing at left. 


On the Bond, after you transfer stitches, 
push the empty needles in the lace design 
all the way forward for the first row; then 
return them to working position with the 
latches open for the second row. This way 
you'll be sure the empty needles will catch 
the next stitches. On the Hobby, leave the 
empty needles in working position. 

You'll probably find that needles carry- 
ing more than 1 stitch or crossed (cabled) 
stitches knit more easily if you push them 
all the way forward and then back until 
the stitches are just behind the open 
latches. The needles carrying 3 stitches for 
the lace may not completely knit; if they 
don’t, push back on the butt of each nee- 
dle to help the old stitch slide over the 
new one. If you do drop some stitches, you 
can latch up the ladder of lost stitches and 
be on your way, as the manuals show. If 
the dropped stitches get lost in all that 
lace and cable, you can put in a safety pin 
to hold them, continue on, and work them 
back in with a needle later. At worst, you 
can rip out and reknit. 

Repeat these 4 rows until you have a 
proper sample—about 10 repeats, or 40 
rows. Then rethread the carriage with 
scrap yarn and knit about 10 plain rows. 
To try another stitch size, rethread with al- 
paca and again put in 10 rows of scrap. 

To knit a swatch of the vertical-lace pat- 
tern, do the same as for the cables-and- 
lace swatch, but instead of turning cables, 
knit the third row plain so that groups of 4 
plain stitches will divide the lace pattern- 
ing. The gauge will be only slightly affected, 
giving the sweater a bit more ease. When 
you have enough samples, end with 10 
rows of scrap. Then bind off so you can 
safely wash the knitting. 


Hanging on the ribbing—With these ma- 
chines you could do the ribbing with a spe- 
cial cast-on method and your latch-hook 
tool, but the edge won't look as good as 
handknit ribbing, so after you’ve cast on 
and handknit the ribbing, loosely knit 1 
row of stockinette onto a larger needle. If 
you use a size 4 needle for the rib, try a 7 
for the last row, and don’t break the yarn. 

Hang the ribbing on the machine with 
the purl side out and the yarn to the right. 
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Two double-eyelet tools were used to remove 
the four stitches, which will be crossed and 
replaced. The finished transfer looks like 
the drawing at right. 





Because the bedis numbered right and left 
of center 0, you'll find it easy to center the 
work. Push the needles you'll need into 
working position. Put the single-eyelet tool 
into the first stitch on your needle, and 
also onto the rightmost machine needle. 
Tilt the tool upward to deposit the stitch 
in the hook of the kKnitting-machine nee- 
dle, and at the same time let it slip off the 
handknitting needle, as shown in the 
photo at bottom right. Continue until you 
have hung all stitches on the machine. 

Some stretching is necessary, but if the 
ribbing has to stretch taut to fit over the 
required number of needles, reknit the 
handknit row looser. Pull down on the rib- 
bing as you transfer it, and hang claw 
weights at the edges and center to keep 
the ribbing from popping up and off the 
hooks. On the Hobby, that’s all the weight 
you'll need. On the Bond, you may need to 
hang the weighted hem as well. Mount the 
carriage on the right end of the bed, 
threading it with the yarn that’s attached 
to the ribbing. Knit 1 row; then check that 
all stitches have knitted properly. 

At this point, the row counter on the 
Hobby should read ‘*2,”’ to include the 


handknitted row. The Bond doesn’t have a 
built-in row counter, so keep a grocery 








Photos by Susan Guagliumi 
Sample swatches of cables-anad-lace pattern 
(top) and vertical-lace pattern (bottom). 
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clicker or abacus close by. All lengthwise 
garment measurements are dealt with as 
row counts (RC); the RC is always returned 
to 0 at the end of each section. 


Shaping and assembling the garment— 
Shaping sweater pieces on the machine is 
fairly straightforward (see instructions for 
cables-and-lace sweater, p. 38). This sweat- 
er has both typical and unusual shapes. 
The set-in armhole, gently sloping shoul- 
ders, and round neck present common 
shaping problems; the slightly puffed 
shoulder cap is less usual. The method of 
scrapping off that separates and ends the 
swatch samples also makes a smooth de- 
crease for finishing off garment pieces. 

To remove stitches on scrap, rethread 
the carriage with a contrasting yarn of the 
same weight. Make sure only the needles 
for the stitches you want to scrap off are in 
working position, and knit 10 rows. Then, 
instead of binding them off, drop these 
stitches from the machine with a pass of 
the unthreaded carriage, and put the nee- 
dles out of work. Any stitches that you re- 
move on scrap yarn are live, or open, and 
can run. You can minimize this danger by 
steaming or ironing the scrap knitting (but 
not the sweater). Scrap knitting acts as a 
flexible stitch holder, so don’t remove it 
until you’ve assembled, tried on, and fitted 
the garment. Then if it’s necessary to redo 
something, the stitches are still secure. 

To decrease a group of stitches, as for 
the armholes of the cables-and-lace sweat- 
er, do it on the carriage side by transfer- 
ring the first stitch to the next needle and 
loosely binding off the 2 stitches together, 
and so forth. Knit the row. 

When a pattern calls for decreasing 1 
stitch at each side, every alternate row, I 
make full-fashion decreases on both edges 
in the same row, with no decreases in the 
next row. To do this, move the 2 end 
stitches 1 needle inward with a double- 
eyelet tool. Then put the emptied needle 
in nonworking position. Do the same on 
the other edge. Then knit 2 rows. 

A neat technique for shaping shoulders 
is the short-row method, also Known as 
partial knitting, or knit-and-turn-back. 
The stitches are left on their needles, 
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which are pushed all the way forward so 
they can’t knit. The manuals give the spe- 
cifics. The advantage of this method is that 
it allows all the shoulder stitches to be 
bound off (or removed on scrap yarn) to- 
gether, thus preventing stair-step edges. 
To decrease the shoulders on the back of 
this sweater by the short-row method, put 
all shoulder needles in holding position 
and scrap off the neck edge. Next, return 
the needles for the right shoulder to work- 
ing position and scrap off the right shoul- 
der. Then put those needles out of work 
before scrapping off the left shoulder. 


Shaping the neckline—To shape the neck- 
line, work one shoulder and then the oth- 
er. Thus, when you reach the base of the 
neckline, since you won't be working with 
the center stitches of the finished neck 
edge immediately, put these stitches and 
all needles to the right (or left) of them in 
holding position. Make sure claw weights 
are under the needles that will be knitting. 

To decrease 1 stitch at the neck edge, ev- 
ery alternate row, you can bind off the first 
stitch before each pass of the carriage to 
one side, or you can put the stitch you 
want to decrease in holding position and 
knit the row. Before making the return 
pass, be sure to wrap the yarn once around 
the first of the nonworking needles. After 





bing from handknitting needles to the ma- 
chine’s latch-hook needles. 
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A sweater to knit by hand or machine 


If you've had some experience on the Bond or Hobby, you could make 
the cables-and-lace sweater; otherwise, you might want to try the simpler 
vertical-lace variation. For each garment piece, information for all 

sizes is in one drawing (facing page), and both row counts and inches are 
given so you can alter the sweater or Knit it by hand. Instructions for 
handknitters are in italics, either within the paragraphs common to 
handknitting and machine knitting, or in a separate column. 


s 
Size 
Sizes are indicated as small (medium, large). The finished chest 
measurement of the sweater is 35 (39, 44) in. Choose a size that will 
allow at least 1 in. of ease, since this is an open stitch and the sweater 
shouldn't fit too closely. 


Gauge 

©) sts and 6% rows = 1 in. 
Machine 

Bond—kKey plate No. 2 
Hobby—st size 6 


Hand 
No. 7 needles or whatever size ts 
necessary to obtain gauge 


Wool 

7 (8, 9) skeins, 130 yd./1.75 oz. Andean worsted weight 100% Peruvian 
alpaca or whatever will give correct gauge (similar yarn is 4-ply Indiecita, 
180 yd./100-gm. skein). 

Scrap yarn of the same weight as that of the sweater, but ina 
contrasting color. 


Tools 

Machine 

*Bond Knitting Frame or 
Singer/Studio Hobby Knitter 
el pair No. 4 knitting needles 
el No. 7 knitting needle 

el size D or E crochet hook 
«2 double-eyelet tools 

el triple-eyelet tool 

°3 or 4 claw weights 

el tapestry needle 

eRow counter (optional) 


Hand 

e1 pair No. 4 knitting needles 
e1 pair No. 7 knitting needles 
e1 cable needle 

e1 size Dor E crochet hook 

e1 tapestry needle 

eFiow connter (optional) 





Pattern structure 

The pattern is made up of 11 stitches for all three sizes, for both the 
cables-and-lace and vertical-lace versions. Groups of 7 stitches indicate 
lace; groups of 4 stitches indicate cables. In shaping, you sometimes 
have a partial pattern. You can do a half-repeat on the lace group, but not 
on the cables. Always Keep at least two plain stitches at the edges to 


simplify making up seams. 
Front and Back 


Small: 88 sts =2 plain+ 7 for lace + 4 for cable+...+4+7+2 


Medium: 99 sts 
Large: 110 sts 
Sleeves 


Center the pattern with a group of 4 cable sts in the middle. 
Small: 44 sts=2 plain+ 7 for cable +4 for lace+...+4+7+2 
Medium: 46 sts (will have 3 plain sts on each edge) 

Large: 48 sts (will have 4 plain sts on each edge) 


Machine-knit pattern 

(4-row repeats) 

Row 1: Lace pattern: 

Work with all groups of 7 sts. 
From the right side of the 
machine, transfer sts 1, 2, and 3 
of the group one needle to the left. 
Transfer sts 5, 6, and 7 of the 
group one needle to the right. 

The 4th needle of the 

group now carries 3 sts. 

The lst and 7th are empty. 

Knit the row. 

Row 2: Knit. 

Row 3: Cable pattern: 

Work with all groups of 4 sts. 
Remove sts 1 and 2 of the group on 
a double-eyelet tool; remove sts 

3 and 4 of the group on another 
double-eyelet tool and hold to 

the left. Replace sts 1 and 2 on the 
needles that held sts 3 and 4; 
replace sts 3 and 4 on the 

needles that held sts 1 and 2. 

Knit the row. 

Row 4: Knit. 


Shaping the back 


Handknit pattern 

(4-row repeats) 

Row 1: K2, “yo, k2, k3tog (as 
described in the note below), k2, 
yo, k4*. Repeat from * to *, 
ending the row with k2. 

Note: To k3tog, slip 1st st onto 
right needle, as if to purl; slip 2nd 
st onto cable needle and hold at 
front; sip 3rd st onto right needle, 
as if to purl; return st from 
cable needle to left needle; return 
the 2 sts from right needle to 
left; knit the 3 sts together. 

Row 2: Purl. 

Row 3: K2, *k7, slip next 2 sts 
onto cable needle and hold at 
front, k2, k2 from cable needle*. 
Repeat from * to *, ending the 
row with k7, k2. 

Row 4: Purl. 


(For vertical-lace version, by 
hand or machine, 
Row 3: Knit.) 


Cast on 88 (99, 110) sts with No. 4 needles. 
K1/P1 ribbing 2.5 in. Change to larger needles. 
Work in pattern to RC 66 (72, 78) and work measures 10 (11, 12) tn. 


RC=0. 
For underarms 
Dec 5 (6, 7} each side. 


Dee 1 both sides every other row (A/R) x 5 (x 5, x 8). 


68 (77, 80) sts remain. 

Continue in pattern 7.5 (8, 8.5) in. 
to RC 50 (82, 56). 

RC=0. 

For shoulders 

Dec 6 (7, 7) A/R x 3 to RC 6. 


Scrap or bind off remaining 32 (35, 38) neck sts. 
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Shaping the front 
Work same as back, binding off and decreasing for underarms and 
continuing in pattern to RC 32 (34, 38), and work measures 5 (5.5, 6) tn. 
from underarm. 

By machine 

Shape left side of neckline: 

Put center 18 (19, 22) needles 
and all needles to the right of 
them in nonworking position. 
Work 2 rows in pattern. 

Dec 1 A/R x 7 (x 8, x 8) on neck 
edge and work to RC 50 (52, 56). 


By hand 

Shape left side of neckline: 

With wrong side facing you, 
work across 25 (29, 29) sts. 

Put remaining 43 (48, 51) sts 
on stitch holder. 

Work 2 rows in pattern. 

Dec 1 A/R x 7 (x 8, x 8) on neck 


RC=0. edge and work 7.5 (8, 8.5) in. 
Dec 6 (7, 7) A/R x 3 for shoulder Dec 6 (7, 7) A/R x 3 for 
to RC 6. shoulder. 


Shape right side of neckline: 
Pick up 43 (48, 51) sts from 
holder with wrong side facing 
you. Attach yarn and bind off 
18 (19, 22) sts, as if to purl, 
and continue in pattern to 
end of row. 

Continue as for left side. 


Bind or scrap off. 

Shape right side of neckline: 
Replace carriage on the right 

side of the bed. Return 25 (25, 29) 
needles on right side to working 
position, and work as for left side. 
Scrap off remaining 18 (19, 22) 
neck sts. 


Shaping the sleeve 

Cast on 44 (46, 48) sts on No. 4 needles. 

K1/P1 ribbing 2.5 in. Change to larger needles. 

Inc 1 on both sides every 8th row, 12 times (A/8) x 12 

(A/6 x 15, A/5 x 18). 

Expand pattern as increases allow. 

Continue in pattern to RC 98 (100, 104) and sleeve measures 
15 (15.5, 16) in.; you now have 68 (76, 84) sts. 

RC = 0. 

Dec 5 (6, 7) each side. 

Dec 1 both sides A/R x 5 (x 5, x 8). 

48 (54, 54) sts remain. 

Continue in pattern 5.5 (6, 6.5) tn. to RC 38 (42, 46). 

By machine By hand 

lor sleeve cap, scrap off; then For sleeve cap, K2tog across row. 
replace 2 sts on each of the P2tog across row. 

24 (27, 27) center needles. (For medium and large, purl last st.) 
Knit the row. 

Scrap off; then replace 2 sts 

on each of the 12 (14, 14) 

center needles. 

Knit the row. 


Scrap or bind off remaining 12 (14, 14) sts. 

Repeat for second sleeve. By hand you might make both together, but 
it’s less confusing to do one at a time. 

Assemble shoulders; then ease in sleeves. Next, do underarm and side 
seams, working toward armhole. Single-crochet a few rows around neck 
edge. Wash garment and dry it flat. 
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Back 13.5 (15, 16) 
68 (77 80) sts 


32 (36, 38} sts 
6.5 17,_/-9).4 












RC=6 
Dec 6 (7. 7) A/Rx3 





RC=0 
RC=50 (52, 56) 


f———~ Dec 1 A/Rx5 (x5, x8). 
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Cast on 88 (99, 110) sts. 
le 1751195, 22) 
tT... at bottom and read and work up. 


Front 13.5(15, 16) 
68 (77, 80) sts 
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1 18(19, 22) st 
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Cast on 88/99 110) sts. 
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Sleeve 9.5(10.5, 10.5) 
48 (54, 54) sts 






12(14, 14) sts 
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you've shaped the neck on one side and 
have knit to the shoulder, shape the shoul- 
der on that side, bind or scrap off the 
shoulder stitches, put the emptied needles 
in nonworking position, and reset the row 
counter to shape the other side in the 
same way. The neck-edge stitches that re- 
main in holding position can be loosely 
bound off together or removed on scrap. 


Making the sleeves—When you knit by 
machine, you don’t make both sleeves si- 
multaneously, as you might do when 
handknitting. Cast on stitches for one 
sleeve (see diagram at left); then knit the 
ribbing and transfer it to the machine. To 
make full-fashion increases evenly up the 
sleeve, write down in advance the row 
counts of the increase rows. Increase both 
sides of the row in one pass by moving the 
last stitch on each side onto the next new 
needle and putting the loop between the 
two onto the emptied needle. Knit the row. 
Expand the pattern as increases allow. 

Shape the armhole the same way you 
shaped the back and front of the sweater, 
and continue the pattern until the sleeve 
is nearly full length. Then quickly reduce 
the number of stitches in the next 3 rows 
to gather the sleeve cap. This requires 
scrapping off and rehanging the work 
twice. Remove the yarn from the carriage 
without breaking it, rethread the carriage 
with scrap yarn, and scrap off in the usual 
way. With the purl side of the work out, 
fold the scrap knitting under to expose the 
last row of sleeve stitches. Use a single- 
eyelet tool to place 2 stitches on each nee- 
dle. Put the emptied needles on either side 
in nonworking position. Rethread the car- 
riage with the yarn that’s still attached to 
the sleeve and knit 1 row. This will reduce 
the number of stitches on the sleeve cap 
by half. Repeat the procedure a second 
time to further reduce the sleeve cap. The 
remaining stitches can be loosely bound 
off or removed on scrap. 

The scrap method makes for neat seams 
and neck edges, and it eliminates ugly 
bulk. Simply fold the scrap knitting back 
to expose the last row of stitches, and cro- 
chet or sew through them. Otherwise, as- 
sembly is generally the same as for a 
handknit sweater. The shoulder seams 
should be firm to prevent sagging. To get 
firm shoulders, you can backstitch or slip- 
stitch crochet. Match the sleeve to the 
armhole, easing the cap where necessary, 
and backstitch or crochet the seam. Sew 
the side and underarm seams toward the 
armhole; always pin them first to ensure 
an even match. Finish the neck edge with 
2 or more rows of crochet. Then try on the 
sweater before you remove the scrap, and 
wash it in warm water and mild soap to 
bring out the alpaca’s full beauty. O 


Susan Guagliumi, of North Haven, CT, is a 
weaver and knitter who frequently con- 
ducts machine-knitting workshops. 





yn 


| 





SB 
Py 
Pil i 
ie 


esigner clothing: a certain 
style, classy fabric, a name— 
and a high price tag. Most of 
the price is for the name on 
the label, right? Besides, you 
just can’t find good quality in clothing 
anymore, right? 

We wanted to test these truisms, so we 
asked a New York tailor to dissect an ex- 
pensive ready-to-wear outfit. Our tailor 
was David Dobsevage, a costumer at the 
Metropolitan Opera in New York City, who 
has worked in Paris fashion as well as in 
the quality ready-to-wear industry in this 
country. He selected a woman's three- 
piece outfit designed by Geoffrey Beene. 
We took photos and asked questions while 
Dobsevage cast his very sharp eye across 
every detail of the garments. 

The outfit, which was made in the United 
States and which retails for $1,800, con- 
sists of a Spencer-style jacket, a loosely fit- 
ting fly-front blouse, and a box-pleated 
skirt. The jacket is made of a wool double 
cloth from the Italian firm of Agnona, the 
blouse is a wool-and-silk-blend challis, 
also from Italy, and the skirt is 100% cot- 
ton velvet. 

Dobsevage began by explaining that this 
is a very elegant outfit, that Beene’s de- 
sign, the materials, and the craftsmanship 
all work together in an impeccable way. 
“These three elements go hand in hand. 
It’s not the materials by themselves, the 
design by itself, or the workmanship by it- 
self that determines quality, but the inter- 
play of all three. The more valuable the 
one, so must be the other two.” 

Design includes everything, from the se- 
lection of materials to the choice of finish- 
ing methods, and it needn’t be complex to 
be good. For example, Dobsevage pointed 
out that the jacket is made up of only four 
pattern pieces, and because the fabric is a 
double cloth, neither interfacing nor lin- 
ing was needed. The skirt is two pieces—a 
front and a back—as is the blouse, which 
consists of a left and right side (front, 
back, and arm) seamed together at the 
center back, underarms, and sides. All 
components of the outfit use variations on 
the flat-felled seam finish. The seams thus 
become an important design element, 
helping to tie the outfit together. 

Dobsevage said that a designer generally 
starts with the fabric and develops the 
shapes, the finishing methods, the acces- 
sories, everything, in short, around its 
characteristics. The fabric determines how 
much care and time should be put into a 
garment. Working from the chosen material, 
the designer progresses from sketches, 
through paper and muslin patterns, to a 





The three-piece ready-to-wear outfit shown at 
left was designed by Geoffrey Beene. It con- 
sists of a Spencer-style jacket made of wool 
double cloth, a loosely fitting fly-front blouse 
of wool-and-silk challis, and a box-pleated 
skirt of cotton velvet. 
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handsewn sample. From the sample, 
which is usually made in size 6, the pat- 
tern is graded to be produced in the full 
range of sizes. The sample now becomes 
the manufacturing prototype. 

According to Dobsevage, the most sig- 
nificant and costly element in producing a 
garment, beyond the design and the mate- 
rials, is workmanship. Quality of work- 
manship can make or break a good design 
or a good piece of fabric. Because it is so 
expensive, and because there are always 
faster and cheaper ways of doing things, 
workmanship is also the element that 
most often gets shortchanged. 

The jacket, skirt, and blouse that we ex- 
amined were initially presented as produc- 
tion garments, articles that models had 
worn in the spring fashion shows for the 
fall collections. As Dobsevage turned them 
over in his hands, however, he became 
convineed that we had borrowed show- 
room samples; the people at Geoffrey 
Beene later confirmed this. The produc- 
tion garments differed from the samples in 
no serious way, so how could Dobsevage 
tell? Ile pointed to sewing minutiae: no 
matter how carefully done, a double row of 
topstitching made by a seamstress'’s single- 
needle machine can never be quite so uni- 
form as a seam run by a double-needle pro- 
duction machine, which sews both rows at 
the same time. 

The cost of materials and labor is only a 
small part of what becomes a garment’s 
selling price, but it’s the base from which 
the final price develops. If materials were 
$50 and labor $75, for example, the whole- 
sale price would be around $500, or four 
times materials plus labor. The retail price 
is generally twice the wholesale price. 


The jacket—The most interesting fabric in 
the outfit is the double cloth of the jacket. 
A double cloth is woven in such a way that 
there are two distinct layers of fabric 
joined by some of the weaving yarns. It is 





David Dobsevage. 


Making seams in double cloth 


A. Separate the two layers of fabric, and move 
the inner faces out of the way. Machine-stitch 
the outer faces together. Press both seam 
allowances to one side. 


Machine stitching ™ 





Turn in seam allowance of one of the inner 
faces, then hand-stitch it to the other to enclose 
all raw edges. There are six layers of cloth in the 
resulting seam. 
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B. A conventional flat-felled seam in double 
cloth encloses eight layers of fabric. 





Finishing double-cloth edges 


A. Separate the two layers and turn in seam 
allowances. Insert a narrow bias strip, as 
shown, then stitch the layers together by hand. 


7 Bias strip 









B. Alternatively, fold-over braid can be either 
hand- or machine-stitched around the raw 
edges of the fabric. 
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usually reversible; in this case, the double 
cloth is plaid on one side and solid on the 
other side. 

The plaid has been meticulously 
matched across all seams and edges of the 
jacket, as well as at the cuff and the tab at 
the back. Dobsevage explained that to cre- 
ate such a thorough and flawless match, 
the designer has to transfer to muslin not 
only the shapes of the pieces but also the 
pattern of the plaid in order to work out 
every detail before cutting into the expen- 
sive fabric itself. 

Because a double cloth often eliminates 
the need for interfacing and lining in a 
garment, the exposed seams and edges re- 
quire rather special handling. The inside 
of this jacket was so finely finished that it 
could almost be reversible. 

To make a connecting seam, such as the 
center back seam or one of the side seams 
of this jacket, the sewer separates the two 
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faces of the double cloth for about 1 in. by 
cutting the connecting threads, then ma- 
chine-stitches the outer faces together and 
hand-stitches the inner faces to enclose all 
the raw edges (see drawing, p. 41). The re- 
sult is a variation on a flat-felled seam, 
with only a gentle ridge on the inside 
showing where the seam is. 

A simpler, but less specialized method of 
dealing with a double-cloth seam is to 
make a standard flat-felled seam. The 
seam is machine-stitched through both 
layers of fabric, and one seam allowance is 
turned in over the other and then either 
hand-stitched or topstitched by machine. 
This method eliminates raw edges, but 
with a fabric as heavy as the wool used for 
this jacket, it would have produced a rather 
bulky seam. 

The edges of the jacket were finished 
similarly: The two faces of the fabric were 
separated at the edge, turned in toward 


A. One mark of quality is meticulous atten- 
tion to matching fabric patterns. In this 
jacket, the plaid continues across the front 
and also from sleeve to cuff. 


B.The jacket’s flat-felled seams leave such 
a gentle ridge that the garment is practi- 
cally reversible. 


C. The edges of the jacket have been opened 
up to show how they were finished: The two 
faces of the fabric were separated, turned 
in, and handsewn together. A strip of bias 
tape inside the fold (not visible here) was 
added for strength and fullness. 


D.The hem and seams of the skirt are 
bound with bias tape. This eliminates 
edges without creating excess bulk. 


E.A hook-and-bar closure on each side of 
the skirt takes the strain off the buttons. 


F.So the wrong side of the fabric wouldn’t 
show at the sleeve vent, the flat-felled seam 
was cut just above the opening, and the 
fabric was reversed. Careful whipstitching 
finishes the cut edges. 


G. The blouse has two types of buttons: flat 
ones underneath the fly and more decora- 
tive ones visible at the neck. 


H. A double row of topstitching finishes the 
hem and flat-felled seams of the blouse. 





each other, and then slipstitched by hand. 
A strip of bias silk chiffon was inserted in- 
side the fold of the outer layer of fabric to 
give the edges additional strength and 
definition. Here, as elsewhere, the edges 
are straight and smooth and perfectly 
turned under so that the inside layer of 
fabric never shows from the outside and 
none of the stitching is visible. 

Another method of finishing off the 
edges of a reversible fabric is to bind them 
in a fold-over braid. This is a quick and 
perfectly serviceable method but less sub- 
tle than the technique used here. 


The skirt—Like the seams of the jacket, 
the seams of the skirt are flat-felled, but 
with yet another variation on the basic 
technique. Every raw edge on the skirt was 
first bound with bias tape. Then, instead of 
the velvet on the flat-felled seam being 
turned under, the bias tape was turned un- 
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F 
der. The reason for this time-consuming 
technique, Dobsevage explained, was to re- 
duce the bulk at the seams, because a nor- 
mal flat-felled seam would have resulted 
in at least four layers of velvet. The seams 
were then finished with a double row of 
decorative topstitching. The hem of the 
skirt was finished in the same way, as were 
the concealed edges of the pockets. 

The waistband, which is wide and must 
stand up, was finished on the inside with a 
grosgrain ribbon. The advantage of this 
over a Self-finished waistband is that the 
grosgrain gives stiffness without bulk and 
still produces a neat finish on the inside. 
The grosgrain ribbon was first hand-basted 
into position and was then held in place 
with topstitching. 

The skirt was made with a pair of hang- 
ing straps. This is a nice touch worth 
adopting for any velvet skirt so that hang- 
er clips won’t leave marks. Another small 
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but important detail is the waist closing. 
In addition to a button on each side there 
is a hook-and-bar closure. Most of the 
stress is absorbed by the hook and bar, and 
not by the button and buttonhole. 


The blouse—In keeping with its lighter 
weight and more delicate proportions, the 
blouse has narrower seams than the skirt. 
The flat-felled seams, common to all three 
pieces of the outfit, were thus specifically 
tailored for each garment and fabric. 

Dobsevage also discovered some unusual 
variations in the detailing of the blouse. 
For example, so that the wrong side of the 
fabric wouldn’t show at the sleeve vent, 
the flat-felled seam was cut just above the 
opening, and the fabric was reversed. The 
cut edges were then carefully finished off 
with whipstitching. 

The fly front on the blouse was con- 
structed from one piece of fabric, actually 
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from the same piece used for the right 
front. The advantage of this unusual con- 
struction is that there are no bulky seam 
allowances beneath the fly. It requires 
skill to put together and more fabric than 
the conventional blouse closing, so it’s 
found only in high-priced garments. 

Though there are two decorative buttons 
at the neck, the buttons inside the fly are 
plain and flat to keep the surface smooth. 
The buttonholes are vertical keyholes, 
quite uncommon on a blouse, but, accord- 
ing to Dobsevage, helpful for keeping the 
shank of the button in place. 

All this extensive finishing work is not 
merely cosmetic, Dobsevage noted. Good 
finishing strengthens the garment, pre- 
vents frayed edges and loose threads, and 
generally prolongs its life. CO 


Mary Galpin 1s an assistant editor of 
Threads magazine. 





A Versatile 





Jacket 


New shapes and fabrics 
for the traditional 


Japanese hippari 


by Joyce Hannah 


enturies ago in Japan, at the 
peak of the dynamic Momoyama 
period depicted in Shogun, when 
a patron ordered a kimono, he 
had the satisfaction of knowing there was 
no other garment like it in the world. It 
was indisputably chic. The robes were so 
admired by their owners that special dis- 
play racks of ebony, polished bamboo, lac- 
querwork, or ivory were made to exhibit 
the kimonos in their open-arm position. 

I concur with those patrons, and I view 
the garment as an art form. Attention to 
detail within a format of apparent simplic- 
ity provides the delight and surprise with 
which we respond to Japanese culture. A 
stripped-down lifestyle featuring a pair of 
chopsticks rather than an array of eating 
utensils underscores the notion that har- 
mony, balance, and clarity can be integrat- 
ed into simple everyday experiences such 
as eating, bathing, and dressing. 

At first I sewed because I could make my 
clothes more cheaply than I could buy 
them. But then I discovered I could make 
things that weren't available in local 
stores, and I began experimenting with 
high-fashion apparel and unusual fabric 
and style combinations, such as a red plas- 
tic suit and a rabbit-fur skirt. Later on, I 
started making garments on consignment 
for local boutiques. I incorporated paint, 
papier maché, and ceramic bits into the 
clothing and even used D rings to create a 
suit of chain mail. My art education taught 
me to problem-solve, and I use this ap- 
proach in garmentmaking. 

The functional geometry of the tradi- 
tional Japanese hippari robe has become, 
for me, a vehicle for artistic considerations 
of line, form, and texture. The fabrics pro- 
vide my palette; the stitching and details, 
the lines. Building up areas with padding 
and piping gives form to the flat T-shape. 





A workable design format—I wanted to 
create a highly flexible garment. Because 
of the liberal specifications of dropped 
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shoulder and loose drape, a hippari-style 
robe may fit a size 8 as comfortably as a 
size 14 and may be worn by a man ora 
woman, over sportswear or formal clothes, 
as a jacket, coat, or shirt. 

I began by purchasing pattern #112, Jap- 
anese Field Clothing, from Folkwear (Box 
3798, San Raphael, CA 94902), and a com- 
bination of printed-cotton upholstery fab- 
rics and raw silk, intending to make a 
short, loose jacket that could be worn over 
bulky winter sweaters. I wanted the jacket 
to be light, yet warm, and easy to launder. 
I chose upholstery fabrics because they are 
available in a broad range of colors, pat- 
terns, and weights and are washable, 
preshrunk, colorfast, and fade-resistant. In 
addition, their generous widths allow for 
garments to be cut in many ways. 

In one day I made an elegant top I could 
wear with pants or skirts, in summer or 
winter, for casual or formal events. After 
washing it, I wantonly cast it into the dry- 
er. Both the silk and cotton wrinkled, but 
a hot iron restored them. The raw edges 
frayed, so from then on [ either fit a lining 
or made French seams. 

During the first few months of making 
prototypes, I became familiar with the pat- 
tern and learned how it could be applied to 
various fabrics and lengths. When I could 
make a robe in 5/2 hours flat, I began to 
alter the look, experimenting with longer 
robes that could serve as evening wear for 
women or loungewear for men. 

By incorporating a variety of prints into 
the same piece, I learned that the result 
would appear more complex than it was. 
For example, I might cut the body of the 
kimono from a multi-colored fabric with a 
dominant green hue, the sleeves from a 
patterned fabric that picks up the green 
tones, and the tie bands at the waist from 
yet another green-dominated print. Then a 
neutral or contrasting solid fabric for the 
neckband would unify the piece. 

Following the pattern directions, I start 
by cutting both the front and back on the 


fold of the fabric so that the body of the 
garment is one piece, without shoulder 
seams or a center-back seam. This lessens 
bulk and cuts down on sewing time. It 
won't work, though, with patterned fabrics 
that have a definite up-and-down design; 
birds on the front, for example, would be 
flying upside down on the back. I attach 
the sleeves first, then stitch up the under- 
arms and sides. Now I have a garment I can 
try on and adjust. 

If the fabric is fairly heavy or rough tex- 
tured, I sometimes attach the neckband by 
“sewing in the ditch” (see drawing, facing 
page). I sew the band to the front, right 
sides together; turn it back flat; and iron 
it. Then I pin the other edge in place, raw 
edge ironed under and just covering the 
row of stitches on the inside. I turn the 
piece right side up in my machine and sew 
in the groove between the band and the 
front, catching the edge of the band under- 
neath. The stitches won't be visible; they’l] 
be hidden “in the ditch.” But it’s tricky, 
and the band must be well pressed and 
pinned or basted in advance. The alterna- 
tive is to blindstitch the inner band by 
hand to give a softer, less obtrusive edge. 

The bottom of the neckband should be 
turned inside and blindstiteched, then the 
hem and sleeve cuffs ironed and handsewn 
or machine-stitched down. All that re- 
mains are the four ties, which are con- 
structed and stitched in place. The gar- 
ment can be made from start to finish in 
one day so long as the fabric decisions 
have been made first. 


Evaluating the garments—I asked friends 
to try on my first jackets and robes and be 
critical. They thought that the longer ver- 
sions looked too much like lingerie, that 
the shoulders were too soft and made the 
wearer look stooped, and that the fall of 
the fabric over the hips and at the hemline 
was too restricting. 

With the short jackets, my critics could 
use the pockets in the pants or skirts they 
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This reverswble jacket 1s made of two sepa- 
rate bodies that are fit inside one another 
and joined at the neckband and sleeves. 
Whichever way the jacket ts worn, tt has a 
right-hand pocket. 


were wearing. If the garments were long, 
however, they searched for the place to 
put tissues, keys, or notes. I had to think 
about how to add pockets. 

I also had to consider body build and 
posture. Many Western women are rather 
pear-shaped and in middle age tend to be 
full-bosomed. They don’t take mincing 
steps—they stride. Few designers keep in 
mind that while many American women 
are neither young nor slender, they don’t 
want dull gray vertical stripes, camouflage, 
or insipid florals. I could soften or stiffen 
the shoulder to express a casual or ceremo- 
nial feeling. By varying lengths and 
widths, I could help reveal or conceal the 
figure and emphasize neck, legs, shoul- 
ders, hips, or waist. 


Playing with the shape—Faced with de- 
sign problems, I began to experiment. 
More freedom at the hem could be 
achieved in the Oriental way with side 
slits, but I didn’t want to evoke The World 
of Suzie Wong, so I made a robe with a kick 
pleat of contrasting fabric instead. It 
looked fine, but it took too long to make 
and was difficult to sew and finish without 
raw edges. [ discontinued that approach 
and just added more volume by cutting the 
body wider from the shoulder to the hem. 
Then I tucked in the extra fullness from 
the shoulder to the bust or waist and be- 
gan adding decorative pipings at the tucks. 

One of the criticisms had been the tie 
closures, so I experimented with belts and 
Velcro. At first the belts were simple one- 
color ties, but they became more decora- 
tive, and with Velcro the belt was a useful 
design element, a horizontal band that 
could be adjusted for size. 

Many of my robes are reversible. This 
construction is a challenge, because there 
can be no hidden framework. All the de- 
tails on one side will have consequences 
on the other. Although my approach to 
sewing tends to be spontaneous and quix- 
otic, reversible items demand care and 
planning. How can I conceal a pocket on 
the reverse side? How can I stitch multi- 
layered borders on one side without de- 
stroying the look on the other? What about 
shoulder pads and closings? 

Reversible pockets are difficult. For one 
jacket, | made the pocket with a French 
seam and used a bias band to conceal the 
raw edges along the side seam from which 
the pocket emerged. This worked but was 
bulky. On single-layer reversible jackets of 
heavyweight fabric, the additional bulk is 
more acceptable. Another interesting way 
to solve the problem is to make two entire- 
ly different jacket bodies, each having a 
pocket or pockets, and then to stitch them 
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Pin or 
’ baste 


|4 here. 
ie 






This method works well for some 
single-layer nonreversible garments. 

A. Sew neckband to jacket, right 

sides together. 

B. Fold neckband over raw edge to just 
cover stitches on inside. Pin generously 
or baste. On the right side, sew in 
groove between neckband and jacket. 





45 


together at the neckband and sleeves. All 
raw edges and the underside of decorative 
stitching are hidden between the bodies of 
the jacket (see drawing below). While this 
technique alleviates worry about how one 
side will look from the other, it obviously 
takes a lot longer to construct and requires 
much more fabric. There is also the issue 
of additional bulk inherent when two jack- 
ets act as one. 

A design problem I feel is not yet fully 
resolved is the sleeve. Emerging from a 
dropped shoulder, it is by nature wide and 
rectangular. A tightly fitted or eased sleeve 
wouldn’t be right. My first tack was to 
eliminate the sleeve. I used a sensual, pa- 
pery Thai silk of pink warp and blue weft 
and added a lightweight challis neckband 
and set-in pockets. The resulting capped 
shoulders and the daring, deep-cut under- 
arms weren't flexible enough to be consid- 
ered a final solution, especially for New 
England winters. I played with various 
sleeve shapes and began adding bands of 
color to the outside and inside of the lower 
part of the sleeve to suggest the appear- 
ance of a cuff. With the sleeves rolled up, 
revealing the inner bands, the jacket has 
another look. Although [’m still exploring, 
I feel I’m heading in the right direction. 

After viewing the jewelry of Hopi crafts- 
man Charles Loloma, I began to consider 
making a garment with a unique and beau- 
tiful hidden area that would be for the pri- 
vate pleasure of the wearer and would con- 
trast with, yet complement, the public face 
of the piece. The tucks, which open to af- 
ford fullness, provide a place to hide spe- 
cial fabrics that can be glimpsed only dur- 
ing a fleeting movement (center photo, 
facing page). 














Underarm 


Topstitching 
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The importance of fabric—Fabric usually 
dictates the direction of the garment. The 
texture, color, and weight of one fabric 
lead me to use other fabrics in combina- 
tion. I prefer fine silks, French cottons, 
Italian wools, and Irish linens, but I also 
enjoy using vinyl, nylon, and Velcro. 

My first prototype, now well-worn, re- 
minds me that I have not strayed far from 
my initial fabric choices. I still search for 
outstanding upholstery fabrics, which | 
purchase at large outlets specializing in 
end bolts. Occasionally they have printing 
flaws, which I cut around. Many of the best 
fabric designers, among them Otto Nielsen, 
Katsuji Wakisaka for Marimekko, Jay 
Yang, Jack Prince, and John Kaloor, pro- 
duce superior yardage at a reasonable cost. 

For silks, linens, and wools, I patronize 
local fabric stores. Fabrics used in Geoffrey 
Beene or Antonio Fezza fashions, for ex- 
ample, often find their way to these places, 
where they can be bought at a fraction of 
their original cost, and with no flaws. 

Frequently I go into New York to shop in 
the garment district. The array of excep- 
tional fashion fabrics always staggers me 
and leaves me excited and overspent. | 
usually get more ideas for garments than I 
have time to produce. 

Often a problem with the fabric will gen- 
erate a different way to look at the gar- 
ment. Recently I cut a robe, using all the 
available yardage. Then I discovered a 
weaving irregularity. I couldn’t reduce the 
length of the piece by the necessary 16 in. 
The balance would be out of kilter. | 
couldn’t piece another scrap of the fabric 
on top. It would look too obvious and con- 
trived, as if I were camouflaging a mistake. 
I considered running vertical bands down 


Constructing 
a double-layer 
reversible jacket 


A. Cut two bodies. Sew 
pocket halves to bodies, right 
sides together, 5% in. 

below underarm, Press seams 
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B. Wrong sides together, 
press under seam allowances 
on both bodies at sleeve 
area. 

C. insert sleeve between 
pressed edges of the two 
bodies. Pin and topstitch all 
layers, as shown. 


the robe to conceal the flaw, but the addi- 
tional weight and flrmness would stiffen 
the robe and inhibit the flow around the 
Knees. Finally I ran asymmetrical staccato 
bands of gold around the kimono, which 
not only covered the problem area but also 
added verve and light to the hemline. It 
looked like some sort: of secret code of 
marks, related to, yet different from, the 
rest of the robe (right-hand photo, facing 
page.) I plan to use this element again; this 
time I will prepare for it. 

Now that I have logged more miles of 
sewing on my Pfaff 122 than on my Su- 
baru, I can no longer make a Kimono in a 
day. My ideas have grown and my goals are 
higher, so I usually spend from 25 to 50 
hours on a garment. 

The critical step, I feel, is having a fun- 
damental concept and attacking it with 
the initial layout and cut of the body, 
neck, and sleeves of the robe. This is a 
sweet moment for me because it gives the 
major thrust to the hours yet to come. If I 
want a particular part of the design to run 
down the center of the kimono, I do it re- 
gardless of how much material is “wasted.” 
Even if the fabric costs me $15 per yard, 
the cost of design and labor will surely 
outstrip the expenditure. It just isn’t 
worth it to cut corners. Good craftsman- 
ship is not an antiquated concept; for the 
most part, it just isn’t cost effective today. 

I purchase fabrics in small amounts so 
that I will never have enough to make a 
reproduction. I have no interest in cloning 
a garment once it is finished. I am already 
preparing myself for the next challenge. 0 


Joyce Hannah teaches art in Newtown, CT. 
Illustrations by the author. 





D. Use French seams to close underarms. First sides 
together, sew a 44-in. seam. Trim close to seam and 
press open. Turn second sides together. Sew a 14-in. 
seam. Press flat. 
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E, Right sides together, 
sew side seams of each 
body, starting at 
underarms, and stitching 
around pockets. 





Hannah combined related prints to add 
richness and complexity to the basic hip- 
pari (above). To add volume to a long robe 
(near right), she cut the body wide and 
made tucks to shape wt. Then she began to 
play with pipings and fabric imserts. She 
planned the blue stripe to fall at the tuck so 
it would appear only at the bottom, where 
the robe is fuller. The sparkling effect of the 
gold staccato bands in the robe at the far 
right was created as the result of a flaw in 
the main fabric that was discovered late. 
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Machine 
stitching 


seam allowance 


F. Machine-stitch hem binding to body, right sides together, 
through all three layers. Turn under raw edge, and blindstitch 

to right side of other hem, covering machine stitches. 

G. Right sides together, stitch front of neckband to body, sewing 
through all three layers. Press seam toward neckband. 

H. Press 114-in. seam allowance on unstitched edge of neckband. 
Pin pressed edge to reverse of body, enclosing seam allowances and 
just covering stitching line. Blindstitch, leaving bottom 21% in. free. 
I, At bottom edges, fold neckband so right sides are together. The 
side to be blindstitched should be slightly wider than the machine- 
stitched side. 

J. Machine-stitch neckband across garment’s lower edge. 

K. Trim seam, turn neckband right sides out, and blindstitch 
remaining edges, covering machine stitching. 
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The Scheuer Studio 
is an ambitious venture 
in a historic tradition 


by Joanne Mattera 


@ n a spacious, light-filled Manhat- 
tan atelier, members of the 
Scheuer Tapestry Studio work with 
quiet precision, ten floors and 450 
years away from the clamor below. 

Seated at billboard-size vertical looms, ply- 
ing yarns color by color and pick by pick, 
they create wool murals in the French Go- 
belins manner, as generations of weavers 
have done before them. 

“This is a system that has been perfected 
over the centuries,” says director Ruth 
Scheuer, as she demonstrates the intricate 
hachures, or hatchings, that form finely 
feathered gradations and shadings. The 
15th-century Unicorn Tapestries, which 
hang in the Cluny Museum in Paris and 
the Cloisters in New York City, were woven 
by the same methods Scheuer has adopted. 

Despite its venerable history, tapestry 
has never been held in the same regard as 
painting. “My aim,” says Scheuer, “is to 
elevate contemporary tapestry to the sta- 
tus of fine art. The problem is that it has 
been used as a secondary art form since 
the Middle Ages.” Although weavers could 
improvise backgrounds, figures had to be 
woven from paintings. And, beginning 
with Raphael's “Acts of the Apostles” in 
1519, most weavers were bound entirely to 
the painted cartoon. As Scheuer points 
out, the Renaissance that followed was no 
creative rebirth for tapestry weavers. 
“They were considered technicians who 
merely translated the work of painters 
into the medium of fiber.” 

While Scheuer, 33, is highly skilled, her 
work can't be considered in terms of tech- 
nique alone. Mixing yarn and thread as a 
painter would mix paint, Scheuer and the 
weavers She has trained create tactile, bril- 
liantly hued wall hangings—lar ger-than- 
life floral motifs, urban landscapes, and 
richly detailed narratives—in which image 
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“Rock Pool” (right) was designed and wo- 
ven by Beverly Godfrey, 1984. 4 ft. x 5 ft. 


and surface are luminously one. “Weaving 
the canvas” is how she describes it. 

“When I started weaving, I was discour- 
aged from doing the representational im- 
agery that interested me because of the 
difficulty of the medium. I was wrestling 
with it constantly,” says Scheuer, whose 
background in drawing and painting led to 
a bachelor of fine arts degree in weaving 
from the University of North Carolina at 
Greensboro in 1974 and to a master of arts 
degree in tapestry from San Francisco 
State University in 1977. “Learning to 
weave in the Gobelins manner has given 
me the freedom to create sophisticated im- 
agery closer to my drawing.” 


Learning the tapestry techniques—To 
achieve creative freedom, Scheuer studied 
first with Jean-Pierre Larochette, with 
whom she and two other weavers founded 
the San Francisco Tapestry Workshop in 
1976. Three years later, she traveled to 
Paris to study at the Manufacture Royale 
des Gobelins, a state-run atelier founded in 
1662 during the reign of Louis XIV. Once 
the source of tapestries for the court, the 
manufactory today produces hangings for 
public buildings throughout France. 

In the San Francisco atelier, a teaching 
workshop, which executed commissions 
for such artists as Mark Adams and Judy 
Chicago, Scheuer worked in the low-warp 
Aubusson style she learned from Laro- 
chette. She wove on a horizontal loom that 
resembles a two-harness floor loom with- 
out the reed and beater, alternating sheds 
with treadles and weaving the image from 
the back. The precisely detailed cartoon 
pinned beneath the warp allowed the 
weaver precious little room for interpreta- 


to the 





tion. “It was,” Scheuer says, “like weaving 
by number.” Feeling confined by the tech- 
nique, she moved to Paris to study at the 
Gobelins atelier, where she hoped to find 
greater opportunity for creative growth. 
There, in a historic setting, where tapes- 
tries designed by such painters as Watteau 
and Ingres were once woven, Scheuer dis- 
covered there was more to tapestry than 
she had seen up to that point. 
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In the Gobelins technique, Scheuer 
worked at a high-warp, or vertical, loom 
with the cartoon traced onto the warp 
threads instead of pressed against them 
from below. As in the Aubusson method, 
she wove the image from the back. But 
with a mirror hung at the back of the 


loom, Scheuer was able to see the front of 
the tapestry. For the first time, she could 
watch the image develop as she wove. Al- 
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though her pace was slowed by having to 
pull heddles by hand instead of using trea- 
dles to make the alternating sheds, she re- 
joiced at the creative freedom inherent in 
the format. “The weaver, instead of being a 
technician for reproduction, could make 
aesthetic decisions.” 

Still required to reproduce predeter- 
mined images, Scheuer continued to learn 
additional techniques for interpreting the 
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cartoon. A type of hatching called looped 
hachure (see p. 53), for example, offered a 
much more subtle interaction of color 
than any other she had ever seen. And the 
double-weft interlock technique, in which 
adjacent colors are twisted around each 
other on every row, made a clean, crisp 
vertical join (see p. 54). “The exciting thing 


was learning to have control over the pro- 
cess so I could forget about it,” she says. 
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Photos by Peter B. Blaikie 
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A place of her own—In 1982, after nearly 
a year of intensive training, Scheuer set up 
her own studio in the heart of Greenwich 
Village. She paid $400,000 for the duplex 
space and one quarter of that again to out- 
fit the two levels. On the studio’s tenth 
floor are two workrooms and a stainless- 
steel dye kitchen. A conference room and 
an office are in a smaller upstairs apart- 
ment. In the front workroom, a vast spec- 
trum of yarns is carefully arranged in 
groups of floor-to-ceiling shelves by hue, 
shade, and tint. There are hundreds of col- 
ors, some twisted in ropy skeins, some 
wound on giant spools. 

Equally impressive are the studio’s five 
8-ft.-high oak-and-mahogany looms, each 
holding work in progress. They range in 
width from 5 ft. to 9 ft., and Scheuer is an- 
ticipating the arrival of a 12-ft.-wide mod- 
el. Custom-built by John Shannock, of 
Vancouver, WA, for an average price of 
$3,900 each, the looms differ in one im- 
portant respect from their French counter- 
parts: Aubusson-like treadles operate the 
heddles. As the weaving progresses, the 
weaver, who sits on an adjustable-height 
drafting stool, can rise comfortably with 
the work by raising the treadles in a 
grooved track. 

“The French loommakers said it couldn't 
be done,” chuckles Scheuer, who's delight- 
ed with the way Shannock was able to 
soup up the looms for American efficiency 
while maintaining their old-world charac- 
ter. In addition, the hybrid loom takes up 
very little floor space. 

Weavers who visit the studio are amazed 
by the size of the operation. “They often 
don’t realize that to start any kind of busi- 
ness you need capital,” says Scheuer, who 
expects to break even in two or three 
years. Lest other weavers be frightened off, 
she points out that a smaller operation, 
particularly if it were cooperatively main- 
tained, would require much less capital, 
even in Manhattan, and still less anywhere 
else in the country. 

Twenty-five works have come from the 
studio’s looms since the first warp went on 
in April of 1982. Scheuer tries to balance 
corporate commissions, which provide a 
substantial portion of the studio’s income, 
with speculative works so that she and the 
studio weavers can grow creatively as well | 
as financially. Museum shows have en- 
couraged them to experiment while bring- 
ing their work to a wider public. “Tapes- 
tries have advantages that other art forms 
don’t,” Scheuer notes. They insulate and 
soak up noise, imparting softness to the 


“Meeting at the River” (top) is a winter twi- 
light view from the studio’s west windows. 
Designed by Ruth Scheuer and woven by 
Beverly Godfrey, 1983; 71 in. x 47 in. 
“Boston Harbor” (bottom), an aerial view 
of the waterfront, was designed by Scheuer 
with weavers Mary Lane, Ilona Mack, and 
Beverly Godfrey, 1984; 4 ft. x 7 ft. 
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hard marble or concrete surfaces in mod- 
ern buildings. “And they’ve always been a 
show of wealth,” she adds. 


The apprentice system—A tapestry from 
the Scheuer studio requires several 
months to complete. The average price of 
$6,000 for a 4-ft. by 7-ft. work is figured 
from a square-foot charge of $175 to $225, 
depending on the design’s complexity. 

To keep prices reasonable and to com- 
plete the eight to ten commissions a year 
that keep the studio viable, Scheuer, who 
frequently spends her ten-hour workdays 
dealing with the business end of the oper- 
ation, has sought others who are interest- 
ed in pursuing tapestry as a profession. 
“You can’t do this kind of work by your- 
self. Doing large-scale tapestry in fine- 
weave detail takes a lot of people,” she 
says. So she relies on apprentices who, ide- 
ally, will become capable studio weavers. 

Since the inception of a September-to- 
May program three years ago, twelve 
weavers have apprenticed at the studio. 
Scheuer recently modified her system and 
now limits new apprentices to three every 
other year. She adheres to her original for- 
mat, however. In the first half of their 
nine-month term, the apprentices receive 
training on small, individual looms in ex- 
change for doing odd jobs around the stu- 
dio. In the second half, they work on stu- 
dio projects under supervision. The no- 
money-exchanged arrangement, which 
meets Department of Labor standards, 
benefits both director and apprentice. “I 
pay them for the work; they pay me for the 
training,” says Scheuer. Best of all, the 
weavers have jobs at the end of the program. 
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Ruth Scheuer. 


Works are in progress (right) on three of 
the high-warp, treadle-operated looms that 
were custom-built by John Shannock. The 


weavers keep bobbins at the ready on 


wheeled bins, and the maquette hangs at 


the end of the mirror so that the weavers 


can see both the image they are working 


from and the one they are developing. 
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Scheuer has been able to hire every ap- 
prentiee who has wanted to stay on. There 
are currently ten weavers. First-year 
weavers receive $6 per hour, with bonuses 
when they complete a piece. Their salaries 
rise by $1 an hour each year. Scheuer 
chose to pay by the hour, rather than by 
the piece. “We are trying to emphasize fine 
quality, and when I have to tell someone 
to take something out, if it’s at her ex- 
pense, she tends to hurry. It’s better for 
me to spend more because I can’t sell bad 
work for any amount of money. Besides, I 
hope this is going toward training a good 
weaver who will stay on and do a better job 
next time.” Scheuer knows the average 
yearly wage of $14,000 is low, but the 
weavers have access to the looms and stu- 
dio space at no cost. 


Working as a group—Scheuer thinks of 
the studio as her baby, but having recently 
had one of her own, she has willingly re- 
linquished control of key jobs to three sen- 
ior weavers. Beverly Godfrey is responsible 
for most of the studio’s day-to-day activi- 
ties, Mary Lane supervises the apprentices, 
and Joyce Hulbert does the custom-dyeing 
and assists Scheuer in making presenta- 
tions to clients. 

“To be making a living from weaving is a 
great feeling,” says Godfrey, 28, who has 
been with the studio since the beginning. 
Her earnings may be meager by New York 
standards, but she says she has never been 
happier. “I’m growing constantly.” 

While collective growth often supersedes 
individual development—two and three 
weavers work side by side on a piece—God- 
frey feels the collaborative process pro- 





vides an important learning experience. 
“To keep consistency in a tapestry, each 
weaver works in one area, but we interact 
all the time. We show each other what we 
are doing, sample yarn combinations 
around our fingers, inspire each other, and 
then fit our sections together like a puzzle. 
We can tell where one weaver’s work ends 
and another's begins, but no one else can.” 

Joyce Hulbert, 27, also sees the studio as 
an educational experience. She studied 
textile technology at the University of 
North Carolina in Raleigh and worked in 
the dye division of CIBA-Geigy in Greens- 
boro before coming to the studio 2% years 
ago. “I’m here to develop my technique.” 

Does she ever feel constrained? “Sure,” 
she answers without hesitation. “You start 
putting things into your own terms as you 
begin to get competent, so it’s sometimes 
hard to work within the limits of the 
group.” But she feels she always has a 
voice in aesthetic decisions. “Ruth is the 
owner, she calls the shots, but we have a 
whole lot to say.” 

Hulbert expects to eventually strike out 
on her own. “That’s why we take on new 
apprentices. The studio is not static. Peo- 
ple are going to change and grow.” What 
attracted her, and what attracts others, is 
the belief that they can make an artistic 
statement through tapestry. “We came 
into this project with the belief that we 
could do something momentous,” says 
Hulbert. “We're getting there.” 





Joanne Mattera, a fashion features editor 
at Women’s Wear Daily, 1s a contributing 
editor of Threads magazine. From 1981 to 
1983 she was editor of Fiberarts magazine. 


Photo by Peter B. Blaikie 


Making a Gobelins-style 


Before the woven image can begin to come to life, there’s much 
preparatory work to do. The weavers warp each loom with white 
cotton seine from Borgs of Sweden, which is measured and 
rolled onto the top beam. Alternate ends are threaded through 
alternate looped-string heddles that will separate the warps 

into reciprocal sheds, or openings for the weft. Then the weavers 
tie the ends in groups to a rod secured to the bottom beam. 

The warp sett, or spacing, is secured by a few passes of the 
same twine used for the warp. It can range from 10 epi (ends pcr 
inch), which provides a smooth, tightly woven surface, to 5 epi, 
reserved for experimental work, which yields a toothier texture. 
The diameter of the twine increases as the sett decreases, from 
12/15 for 10 epi to 12/27 for 5 epi. The warp is highly tensioned to 
allow the wefts to be packed firmly into place. An 8-ft.-wide 
loom sustains over 3,000 lb. of tension. 


The cartoon—A full-scale line drawing, or cartoon, guides the 
weaver. It may be a simple outline open to interpretation 


tapestry 


or a precisely detailed map that demands strict adherence. At 
the Scheuer studio, the cartoon is kept simple. Scheuer usually 
works from her own 35mm color slide, which she projects to 
weaving size and traces onto paper, making final changes before 
tracing the outline onto the taut, exposed warp threads. To be 
sure the tracing will remain visible as the threads are 
manipulated, she reinforces the initial tracing by twisting each 
thread against a marking pen. 

Depending on the design, the cartoon may be placed upright 
or on its side. Designs with many vertical elements, if woven 
upright, would require many color changes across the warp. But 
if the same tapestry were woven sideways, the verticals would 
become horizontals, which are easier to weave. 


Weaving—At the start of the actual weaving, a 1-in. tabby 
heading is woven, to be turned under once the piece is finished. 
About 8 lb. of yarn will be woven into an average 4-ft. by 7-ft. 
tapestry. Most of it is fine-diameter worsted wool, Paternayan 
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Weaver Beverly Godfrey chooses her palette, combining as many as 13 different colors on each bobbin for a warp sett of 5 epi. Her 
tapestry is an experimental piece that 1s part of a series reinterpreting the medieval series “The Five Senses.” 
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Brothers’ plied single-strand crewel and plied triple-strand Per- 
sian. The weavers augment their palette with silk yarns colored 
with CIBA dyes. Gold-wrapped silk threads, used judiciously, 
enhance the luster of the silk and wool. 

Winding a set of bobbins and making decisions about blends 
and contrasts is like mixing paints on a palette. The weaver 
chooses from the color groups she wants to combine, then 
wraps the threads around her hand as a rough test of how they’ll 
look. Black, for instance, can be made up of strands of navy 
blue, deep blue purple, maybe a red purple, and a couple of true 
blacks. On either side of the measured warp, extra warp threads 
allow the weaver to experiment with color groups. A combination 
of hues of similar value is called chine mélange; chine piquée 
refers to yarns of diverse hue and value. 

A tapestry sett of 10 epi requires a weft of 4 fine yarns wound 
together; for a more widely spaced warp—5 epi, for example—up 
to 13 weft yarns can be wound onto a single bobbin. Nearly 40 
rows of weft, solidly beaten with a heavy brass comb every few 
passes, compress into 1 in. of tapestry. 

Unlike most weaving done in this country, the method used 
at the Scheuer studio requires the weaver to work from the back. 
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“I'd love to weave from the front, and we plan to experiment 
with that, but it means we won't be able to use several important 
techniques,” says Scheuer. (See techniques described below and 
on p. 54.) “Also, we leave all the ends out on the back. We knot 
them so they won't start poking out in the front in ten years, 
and it’s a lot easier to have the bobbins right at our fingers.” 

As she works, the weaver looks through the array of warp 
threads to see the front of the tapestry reflected in a mirror that 
hangs from the loom. She works on a small section at a time, 
using the treadles to define the shed. Then, quickly eyeing the 
warp threads she needs, she grabs the handful with the left 
hand; with the right, she passes the long-pointed bobbin, blunt 
end first, into the shed and out the other side. She leaves just 
enough arch of weft to create the proper tension, then flicks the 
weft down lightly with the point of the bobbin. 

She continues in this way, rhythmically building up an area. 
Then, using the brass comb, she whacks the threads down tight. 
Although she builds up the weft within the outlines of the car- 
toon on the warp, she freely interprets color from the maquette 
and so must monitor every pass of the weft. An 11x14 color 
photo often serves as the maquette, but it could just 


The looped hachure 
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A. Looped hachure can be done only 
from the back. Here, the front of a 
progressing series of four-point 
hachures effects a transition through 
four weft-blend colors: burgundy, 
dark rose, rose, pale rose. 


B. From the weaver's side, the darkest 
weft (burgundy) was carried in a long 
pass to the left and turned back to 

the right to form the first point. Then it 
was carried in a shorter pass to the 
left and turned back to form the second 
point, and so forth, for four points. 

The end hangs at the right side of the 
shape until it is needed. 


C. The second color (dark rose) is 
introduced. The yarn is knotted and 
wrapped around the thread to the left 
of the fourth burgundy point and 
carried in a long pass to the left, 146 in. 
beyond the first burgundy point, and 
then turned back to form its first 
point. The yarn is carried to the right, 
but only until it meets the second 
burgundy point, then to the left to form 
a second point, and so forth. 


D. A third color, rose, and a fourth, 
pale rose, are added similarly. The area 
is packed down with the brass beater. 


E. The second stage begins with four 
new burgundy points. The loop is 
formed when the dark-rose bobbin is 
reinserted to the leftof the fourth point 
of burgundy. Four points of dark 

rose will be made. 


fF. The process continues, and the area 
of blended color grows higher in 
staggered vertical rows of loops. 


as well be a small-scale drawing, painting, or cut-paper design. 
As the weaving progresses, the weaver rises to keep even with 
her work until she can go no higher. Then the tapestry is wound 
on the bottom beam and additional warp is released. More of 
the cartoon is traced onto the warp, and the weaving proceeds. 


Cutting off and finishing—After the last image-bearing row 
has been beaten into place, a 1-in. border and small tabs 
identifying the tapestry are woven in. The work is now ready to 
be cut from its warp matrix. This simple act is often the occasion 
for a ceremony at which the weavers, with clients and friends, 
celebrate the tapestry’s months-long journey from sketch to 
woven image. 

The tapestry is still not finished. Slits have to be sewn up, 
and the tapestry must be blocked so that it will be perfectly 
square and flat. Although the discrepancy from straight 
selvedges and 90° angles is slight—about 1 in. in 48, even with 
inexperienced weavers—proper finishing requires that the 
tapestry be secured face down with nonrusting brass tacks to a 
gridded blocking board, steam-pressed with wet linen cloths 
and a dry iron, and left for 24 hours to dry. Scheuer estimates 
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The double-weft interlock 





that blocking causes a warpwise shrinkage of 3% and a 
weftwise shrinkage of 1%, both compensated for in the weaving. 

There is no fringe because, Scheuer says, “we are 
emphasizing the weft element, the woven image.” Sewn-back 
hems are faced with cotton-twill tape, and a sewn-in label 
identifies the workshop, the title of the work, its dimensions, the 
designer(s) and weaver(s), the sett, and the materials. 

To hang the finished work, Scheuer uses a simple method 
that combines the best of medieval tradition—mounting the work 
away from the wall to create a pocket of thermal and acoustical 
insulation—with modern-day technology inspired by the 
Metropolitan Museum of Art in New York City. She takes a 1x2 
pine board, its length the width of the tapestry, seals it with 
polyurethane, and wraps it when dry with cotton muslin to 
protect the tapestry from the wood’s acidity. She then staples 
onto it the hook element of Velcro hook-and-loop fastening 
tape and machine-sews its looped mate to 3-in.-wide cotton 
webbing. Then she handsews the webbing to the top of the 
tapestry’s back edge. After the wood strip is mounted to the wall, 
the Velcro secures the tapestry toit, neatly setting the work 
against a cushion of air. O 


Resources 
Paternayan Brothers’ crewel-weight 
and Persian-weight tapestry wool: 


Johnson Creative Arts 
445 Main St. 
West Townsend, MA 01614 


Borgs of Sweden’s cotton seine: 


Glimakra Looms and Yarns 
P.O. Box 16157 
Rocky River, OH 44116 


Gobelins-style upright looms, in 
various widths, with treadles and 
heddles that rise as the weaving 
progresses; and brass beater combs: 


John Shannock 
10402 NW 11th Ave. | 
Vancouver, WA 98665 


Gobelins-style beechwood bobbins: 


Jean Pierre Hebert 
Ilama 

3 Rue Lecuyer 
Paris, France 75018 


Apprenticeship information on the 
studio’s nine-month program: 

The Scheuer Tapestry Studio 

Two Cornelia St., #1002 

New York, NY 10014 

(212) 243-2048 


Books on French tapestry, history, 
and techniques: 


Candee, Helen Churchill. The 


A. Another advantage to weaving from 
the back of the work is that the weaver 
can use the double-weft interlock 
technique. In this technique, adjacent 
colors are twisted around each other on 
every row. While this vertical join 
makes a bumpy ridge at the back of the 
tapestry, it leaves a flat, clean join 
on the front of the piece. The wefts 
from the left and right meet and lock 
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around each other to the left of the 
blackened warp thread. 

B. The red weft has been brought back 
to the joining point, and the pink weft is 
carried around it and back to the right. 
C. The pink weft 1s brought back to the 
joining point. 

D. Now the red warp can be carried 
around the pink and back to the left. 


Tapestry Book. New York: 

Tudor, 1935. 

Jarry, Madeleine. World Tapestry. 
New York: Putnam, 1968. 

Jobé, Joseph, ed. Great Tapestries: 
The Web of History from the 

12th to the 20th Century. 
Lausanne, 1965. 

Lureat, Jean. Designing Tapestry. 
London: Rockliff, 1950. 
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Chilkat 


Spinning 


With no tools at all, 


you can produce 
a tight, ew 


by Alena Samuel 


pinning seems by definition to 
require elaborate devices, such as 
spinning wheels, or at least the 
distaff and spindle. Yet there is 
an effective way to spin yarn that requires 
no equipment whatsoever: thigh-spinning. 
In this ancient technique, two strands of 
wool fiber are simultaneously spun be- 
tween the hand and the leg in a single slid- 
ing motion from mid-thigh to knee. Then, 
as the hand glides back to its starting posi- 
tion, these two plies are twisted together 
into a thick, tight yarn. 

Chilkat spinning, as described in this ar- 
ticle, was practiced in the 1800s by the 
Chilkats, a band of Tlingit people living in 
the Pacific Northwest. The magnificent 
creations they wove are known as Chilkat 
dancing blankets and are valuable ceremo- 
nial robes, worn only by high-ranking 
members of the tribes that dwell on the 
coast from Alaska to British Columbia. 

In the traditional Chilkat process of 
thigh-spinning, two strands of mountain- 
goat wool are spun along with twisted 
strips of the inner bark of the yellow cedar 
tree to make the warp yarns. The bark 
gives body and density to the yarns and 
thus helps to hold the shapes woven into 
the blanket designs. The weft-twining 
technique that is used to make the blan- 
kets compresses the warp yarns; without a 
bark core, the designs might contort. 

For the modern spinner who wishes to 
produce a yarn that closely resembles a 
Chilkat warp yarn, merino roving is a good 
substitute for mountain-goat wool. The 
spinning can be done without the bark 
core, or with a vegetable-fiber string such 
as jute. A true Chilkat warp, however, 
must be spun with yellow cedar bark, for 
no other fiber imparts the same stiffness 
or delightful aroma to the finished yarn. 





Preparing the bark core—I was taught to 
collect cedar bark by Delores Churchill, a 
Haida basket weaver from Ketchikan, 
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Alaska. Delores explained that it is best to 
collect the bark in early spring, when the 
sap is just beginning to rise. At this time, 
the bark is loosening on the tree, but it is 
not too pitchy. The tree should be a 
healthy one, approximately 2 ft. to 3 ft. in 
circumference, with a long, straight trunk 
and no low branches. 

Cutting the bark. To begin the process of 
collecting the tree’s inner bark, take a 
sharp knife and make a horizontal slice in 
the tree, about 1 ft. from the ground. This 
slice should go only one third of the way 
around the trunk so that the tree will be 
able to heal itself. 

Prying up the bark. Next, insert a bark 
peeler—a bone tool the size and shape of a 
blunt kitchen knife—under the corner of 
the cut and pry up the bark. From this first 
section, you'll get a thin strip about 1 yd. 
long that you'll be able to pull up and off 
the tree. Then wiggle the bark peeler un- 
der a second strip about a hand-span wide, 
and start prying it up. As you continue to 
pry, the strip will slowly taper, until it 
comes off the tree about 10 yd. to 15 yd. 
up. Usually a third long strip may be 
pulled from the tree in the same manner. 
Splitting the bark. Now you are ready to 
separate the reddish-brown outer bark 
from the cream-colored inner bark. For 
each piece of bark you have collected, split 
the two layers at one end and carefully 
pull them apart (see left-hand photo, bot- 
tom of p. 56). Discard the outer bark. Re- 
move any excess pitch from the strip of in- 
ner bark by pulling the strip through your 
hands. Then wrap all the strips of inner 
bark into a bundle, and store the bundles 
in a warm place so they will dry out com- 
pletely. Dried bark can be stored for years, 
as long as it is kept very dry. Dampness en- 
courages a spotty green mold, which 
causes people who are allergic to it to 
break out in blisters when they touch it. 
Boiling the bark. To remove most of the 
pitch from the bark and make the material 


pliable, put a bundle of bark into a large 
pot of water. Then boil the bark outdoors 
for 2 to 3 hr., or until it splits easily into 
layers. You may add 2 or 3 tbs. of oil or fat 
to the bath to help in the process. Be sure 
to keep an eye on the bark, as overcooking 
will supersaturate the wood fibers and 
turn them to mush. 

Bundling the bark. When the boiling is 
done, cut the wet bundles into lengths of 
about 1 yd. Set one length aside for spin- 
ning; dry and store the others. Then, from 
the length of wet bark, split 8 to 10 strips, 
each about the size of a blade of grass, and 
lay them out ready to spin. 


Spinning the bark core—The technique 
for spinning the split bark into a single 
strand (see photos, p. 57) is simpler than 
the method for spinning the yarn. Hold 
one end of the split bark in your left hand; 
put the other end across the top of your 
right thigh, with the fingertips of your 
right hand on it. Then roll the bark down 
your thigh until the base of your hand is 
on it. This completes one pass. 

After each pass, pick up the twisted bark 
and take it back to the top of your thigh to 
repeat the rolling movement, until the 
whole length is tightly spun. Then lay the 
spun length flat and allow it to dry. After 
this, you can either store it or spin it with 
wool. If the pitch makes your hands or 
thigh very sticky while you're spinning the 
bark, rub them with margarine or oil. 


Spinning the warp yarn—I have spun 
3,000 yd. of warp yarn using the hand-and- 
thigh method, but the technique that I 
used for those yards is slightly different 
from the one detailed in the photo se- 
quence on pp. 58 and 59. I was taught to 
spin by my mother, Cheryl Samuel, who 
had learned through years of experimenta- 
tion. Following the steps described in her 
book, The Chilkat Dancing Blanket (North 
Seattle: Pacific Search Press, 1982), I spun 
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This Chilkat dancing blanket was woven by an Indian woman whowas a master of her craft. The technique for producing the fabric ts 
wefttwining, afinger-manipulated weave. Each stitchin the blanket, worn as aceremontal robe,is put on by hand, with no tools involved. 


The inner bark ts peeled away from the outer bark. The strips ofinner bark are bundled for drying and storage. 


56 Photo of Chilkat blanket (image PN9535)courtesy of the Royal BC Museum, BC Archives Threads Magazine 





yarns using wet spun cedar bark, believing 
that the twist in the yarn would not set 
unless the bark was wet. The problem was 
that I had to constantly stop spinning in 
order to prepare more wet bark, which 
would promptly untwist while being spun 
into the wool. I had tried dry, unspun 
‘bark, but that did not spin well at all. 

With this background, I began my re- 
search by reading “The Chilkat Blanket” 
(Memoirs of the American Museum of Nat- 
ural History, vol. 3, pp. 329-401), written 
in 1907 by Lt. George T. Emmons, who had 
observed Indian women at work. I was sur- 
prised to come across a line in his treatise 
stating that the spun bark was dried before 
it was spun into the wool. Upon trying it 
this way, | found that not only does the ply 
stay together tightly, but the wool sur- 
rounds the bark much better than it does 
with wet, unspun bark. Moreover, dry bark 
that has been spun makes the spinning go 
faster, because a large quantity can be pre- 
pared in advance. 





Alena Samuel splits the bark into strips (above). Below, she holds 
one end of a strip in her left hand. The other end lies across her 
right thigh, the fingertips of her right hand over tt. 
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The Chilkat process by which dried bark 
and wool roving are dampened, spun, and 
plied (photo sequence, pp. 58-59) produces 
a two-ply Z-twist warp yarn. When the sin- 
gles are spun down the leg with the right 
hand, the yarns are given an S-twist; when 
the two-ply yarn comes back up the leg, it 
has a Z-twist (see drawings below). Even 
though the singles should be spun tightly, 
they don’t have to be pushed too hard on 
the thigh. You'll find that technique, rath- 
er than pressure, spins the yarn. With 
practice, you will be able to produce a two- 
ply yarn with an average of seven twists 
per inch. You may also find that after spin- 
ning a number of yards your thigh will be 
somewhat sore and red. For protection, try 
wearing a pair of tight blue jeans. The 
jeans must be well faded, however; other- 











wise, the dyes used in them will impart a 
blue color to the yarn. 

At the end of each spinning session, 
stretch out the spun yarn and allow it to 
dry overnight. You can wind it around a 
board or two pegs, or onto a swift (a yarn- 
winding reel), but be sure to secure both 
ends so they do not untwist. Once it’s dry, 
wind the yarn into a ball. Then, to resume 
spinning, splice new wool and bark onto 
the two plies at the free end of the strand 
coming from the ball. In subsequent spin- 
ning sessions, only the newly spun yarn 
need be stretched out to dry. 


Alena Samuel, 19, of Victoria, British Co- 
lumbia, has been spinning Chilkat-style for 
six years, and she has demonstrated the 
technique at various weavers’ conferences. 
Her recent commissions include 1,000 yd. 
of warp yarn for Robert Davidson, noted 
Haida artist. photos by Cheryl Samuel 





She rolls the strip down her thigh underneath her fingers... 
... until she reaches the base of her hand. Then she picks it up and 
repeats the rolling motion until the whole length is tightly spun. 
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Spinning a Chilkat warp yarn 


1. To begin spinning, sit on a chair or high stool. Keep a small bowl 
of water, spun and dried pieces of cedar bark, and a ball of wool 
roving nearby. Select two pieces of bark, plus two strands of wool 
roving of the same length. Place the ends of the bark even with the 
ends of the wool, and lay them over your right thigh so that the two 
separate wool-and-bark combinations are side by side. 


af r 
ane. 


2. Hold the ends of both pairs of bark and wool in your left hand 
between your thumb and middle finger, with your forefinger keep- 
ing them apart. The pairs should le in a V over your right thigh, 
with the ends separated and hanging loosely toward the floor. Then 
wet the fingers of your right hand and place them over both of the 
cedar bark and wool pairs. 

3. Roll the pairs down your thigh toward your knee, keeping them 
separate all the way. 

4. When the wool and bark reach your palm, they will have become 
spun singles, at least for a short length. Be sure you don’t let go 
with either hand, or the yarn. will immediately unspin. 

5. To start plying, remove your left forefinger from between the sin- 
ales: keep holding the ends with uour left hand. 
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G. Keep the yarns on your thigh under your right hand, and continue 
the rolling motion down toward your knee. 
7. When the yarns reach the base of your hand, reverse direction and 
start rolling the two-ply yarn back up your thigh under. your thumb. 
8. Continue rolling the yarn until it reaches your fingertips. This 
tightens the ply and completes the basic spinning cycle. 
9. With your right hand, grasp the singles where they begin to ply, 
and wrap the plied yarn around your left forefinger. 
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10. Before continuing to spin, keep the singles apart with your left 
hand while you unwind the back-tiwist in the loose ends of roving. 





11. To resume spinning, place your left forefinger between the two 
singles at the point where they forma Y with the plied yarn, using 
your thumb to hold the ply on your forefinger. You ll find that it’s 
no longer necessary, as it was when spinning began, to use your 
middle finger to hold the ends. 


October/November 1985 





% & 
\ ‘x 


12. Roll the two singles down your thigh, from your fingertips to 
the base of your palm, as before. Remove your forefinger from be- 
tween the plies and continue rolling toward your knee, then back 
again, to ply the yarns together. 











13. As you reach the ends of the initial lengths of wool or bark, 
splice in new pieces. To add wool, place each new length on the old 
so it doesn't go above the intersection of the singles; hold it between 
your thumb and forefinger and resume spinning. Add new bark 
when about 1 tn. of the old remains, overlapping the ends. For an 
even yarn, splice both lengths of wool or bark at the same time, 
teeping the wool and bark splices within 2 in. of each other. If there 
are any ends coming out of the finished yarn, trim them off. 





14. Whenever the roving becomes thin, add more wool. If the wool 
getsyioo thin tn places, splice ina small amount; vf it gets too thick, 
pull Some off. When there's too much yarn to keep wound around 
your left forefinger, slp it off and start a ball. Be sure to tuck the 
free end in tightly, or the yarn will untwist. Now you'll need a place 
to keep the ball—tuck it under your thigh. O 
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® 
with 
Sequins 
Whether you 
knit or 
crochet, 
you can 
add sparkle 
Keme celnavnerss 


by Barbara Shomer Kelsey 


aybe it’s the magpie in 

my blood, or the fact 

that as a child I never 

had a spangled tutu, but 

the current fashion for sequins touches me 
to the core. They’re all out there, in cello- 
phane packets, waiting to adorn some 
fabulously flashy outfit—shiny, concave 
couvettes and sparkling, flat paillettcs, 
shaped like snowflakes, leaves, and stars. 
During the first part of the century, se- 
quins were associated with bawdy, bar- 
room garb and theatrical costumes. But in 
the 1930s, Norman Norell created elegant 
evening gowns with handsewn sequins. Os- 
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car de la Renta added sequins to evening 
pajamas, and Suzy Perette attached them 
to paisley prints. Constance Rivemale, a 
designer of wearable art, creates quilted 
collage fabrics with sections outlined in 
sequins. Today, sweaters, shoes, dresses, 
even hairpieces arc sequinned—the list is 
limited only by the imagination. 

Sequins are usually sewn onto knitted 
garments, but I like to make them an inte- 
gral part of the fabric. You can add _ pail- 
lettes with large, off-center holes over the 
needles one at a time as you work, but 
small-holed couvettes must be threaded 
onto the yarn before you knit. 


Threading couvettes is easy if you buy 
them strung together. Tie the thread to the 
yarn with a single knot, and slide the se- 
quins over the knot onto the yarn. The 
cup, or front, of the couvettes should face 
the ball of yarn so they'll be cup side out 
on the knitted fabric to eateh the most 
light. Work with a smooth knitting yarn so 
the sequins will thread easily. 

Push the sequins far enough onto the 
yarn so that you can cast on and knit at 
least two rows of stockinette stitch. To at- 
tach sequins to the right side of the gar- 
ment, you must be on a knit row. Slide a 
sequin up close to the right needle, insert 
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the needle into the next stitch, yarn over, 
and push the sequin through the old stitch 
before taking the new one off the needle. 
Knit the next stitch through the back of 
the loop to keep the sequins lying flat and 
in diagonal lines, as shown in the drawings 
at right. 

Another way to add couvettes—and one I 
find faster—is with the linen stitch. With 
the yarn in front, slip any knit stitch and 
slide a sequin onto the yarn that is carried. 
This method gives you a different effect. 
Instead of dangling vertically, the cou- 
vettes are positioned horizontally across 
the fabric, and they don’t lie as flat as they 
do when they’re threaded onto the yarn. 

Never put couvettes on the first or last 
two stitches of a row, as they’ll interfere 
with the seams. In circular knitting, alter- 
nate plain-knit and sequinned rows so the 
sequins won’t overlap. On flat and circular 
work, stagger the sequins in consecutive 
rows to obtain an even coating of shine. 
You can get a lot of dazzle by patterning 
just one area or by creating stripes. 

To cover a medium-sized, long-sleeved 
sweater with 8mm couvettes, you'll need 
about 10,000 of them; but if you use 20mm 
paillettes and don’t overlap them, you'll 
need only about 500 for a sleeveless shell. 

To add a large-holed paillette to a row 
(see photos below), Knit to the stitch 
where you want to place it, and hang the 
paillette on the tip of the right needle. 
Knit the next stitch, lift the paillette over 
the needle so that it hangs on the new 
stitch. The paillette will lie flat, so you 
don’t need to knit into the back of the 
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next stitch. This technique was so easy 
when I discovered it that I was certain it 
couldn’t work. But it does. 

As a “continental” knitter—I hold the 
yarn in my left hand—I preferred this 
technique, but depending on howyou knit, 
you may find that it’s faster and more 
comfortable to attach large-holed pail- 
lettes in this way: Insert the tip of the 
right needle into a paillette and then 
through the next stitch. Yarn over and pull 
the new stitch through both the old stitch 
and the paillette. 

If you're a machine knitter, you can’t 
add couvettes or small-holed paillettes to 
your knitting (they won't fit onto the nee- 
dles or the double thickness of yarn), but 
you can add large-holed paillettes (see 
photos, p. 62). You'll be adding them to 
the wrong side, or purl! side, of the fabric. 
Machine-knit one row beyond the row you 
want to sequin, select the needles to which 
you want to add paillettes, and then push 
the needles all the way forward to holding 
position. Hang a paillette on a latch hook, 
and use the hook to grab the stitch below 
the one on the needle. Now push the nee- 
dle back to nonworking position so the 
stitch drops and unravels one row. Slide 
the paillette off the hook and onto the 
stitch. Then push the latch hook into the 
dropped stitch so the yarn is behind the 
latch. Rehang the stitch onto the original 
needle, lifting the dropped stitch at the 
same time. It isn’t necessary to reknit the 
dropped stitch—hanging it back on the 
needle creates a tuck stitch. Add paillettes 
across the row. Then knit at least one row 


To add a paillette as you work, hang it on 
the right needle (A), and make the stitch (B). 
Then lift it over the tip of the needle (C) so 
that it hangs on the new stitch. 








Knitting with couvettes 


Slide a 
sequin up to 
the right needle 
and knit 

the stitch. 










Push the sequin 
through before 
taking the 
stitch off 
the needle. 










Knit the 
next stitch 
through 

the back so 
the sequin 
lies flat. 
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To add a pallette on the machine to the purl 
Then push the needle back so one stitch drops (B). Slide the paillette onto the stitch (C). Then push the hook into the stitch until the yarn is 
behind the latch. Tip the hook to pick up the dropped stitch, and hang both stitches back on the needle. 


plain and repeat the process. Stagger the 
sequins in alternate rows. 

You can also crochet with sequins. If 
you're using couvettes, slide them onto the 
yarn with the cups facing the ball. I alter- 
nate rows of single- and double-crochet 
stitches, with sequins on the latter. To add 
a sequin with a double-crochet stitch, slide 
the sequin up close to the hook and lift it 
over the hook with the first yarn over. 
Then put the hook into the top of the single- 
crochet stitch below, pull a loop through, 
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yarn over, and pull it through two loops 
behind the sequin, twice. 

When working on a knit or crochet pro- 
ject, always make a sample swatch that in- 
cludes the sequins, measuring carefully to 
determine the stitch and row gauges. 
When working with couvettes, check your 
work frequently—ripping out is a night- 
mare, because each sequin must be passed 
back through a stitch. After you’ve fin- 
ished, be sure to block the pieces. Place 
them between wet towels, and when 








side of a garment, hang it on the latch hook, and grab the stitch below the one on the needle (A). 


they're saturated, push them into shape 
with your fingers. Never use steam or a hot 
iron for blocking, or you will have a melted 
disaster. I prefer to hand-wash sequinned 
garments, but if you decide to have them 
dry-cleaned, test a swatch first. Some se- 
quins dissolve in the chemicals. 

As I write, I find a paillette in my shoe. I 
wonder how sequins would look on socks?U 


Barbara Shomer Kelsey, of Bethel, CT, is an 
ardent knitter, and a lover of shiny objects. 
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Sources for sequins 

In the 15th century, European embroiderers attached metal 
sequins to their handwork. In the late 19th century, the wings 
of rose beetles were used as spangles, as were the clear, 

shiny, boiled and dried bones from the heads of cod and 
haddock. Nacre (mother-of-pearl) is still used in a stitchery 
technique of that name, but in the main, today’s sequins are 
made of plastic. 

Some sequins are sold loose, to be attached one at a time. 
Others are sewn on trims made of braided or stretch fabric 
(some wide enough to form a bodice), or on net-backed 
appliqué pieces, many of which have beads. You can also buy 
sequinned fabrics by the yard. 

Local craft, yarn, and fabric stores are good places to hunt 
for sequins. For $1, Sheru Enterprises offers a generous packet 
of sequins in assorted sizes, shapes, and colors. I found 
packages of 20mm paillettes, 5mm and 8mm couvettes in 
bright metallic and opalescent colors, and multi-colored 
stars, leaves, and snowflakes. I also found the best deal here for 
large-holed paillettes—$4.50/1,000. At M & J Trimming, I saw 
all colors of small-holed paillettes, 30mm large-holed paillettes 
in gold and black, three sizes of gold and silver stars (ranging 
from $3.98 to $11.98 for packets of 500). Prestrung 6mm and 
8mm couvettes on twine start at $1.98/100. You can also 
purchase sequins and trims through mail-order catalogs (see list 
at right). 

The most expensive way to purchase sequins is attached to 
yardage, whether domestic or imported. On a backing of 
chiffon, jersey, and sometimes silk or lace, sequins can frost 
the whole surface, be randomly scattered, or swirl in wave, fan, 
or geometric patterns. The fabric stores listed here do not 
regularly handle mail-order business, but they will help if you 
know what you want. Prices begin at about $35/yd. and go up 
to as much as $125 for a multi-colored yard. 


B & J Fabrics 

263 West 40th St. 

New York, NY 10018 
(212) 354-8150 or 8212 


Sequinned fabrics. No catalog. 


Fero Textiles, Inc. 
147 West 57th St. 
New York, NY 10019 
(212) 581-0240 


Sequinned fabrics. No catalog. 


Florida Supply House 
P.O. Box 847 
Bradenton, FL 33506 
(813) 756-1831 
Sequins. Catalog $1. 


G Street Fabrics 

11854 Rockville Pike 
Rockville, MD 20852 

(301) 231-8960 

Sequinned trims, fabrics, 
appliqués. For information 
about their custom-sample 
service, send a self-addressed 
envelope with $.44 postage. 
No catalog. 


The Greatest Sew on Earth 
P.O. Box 214 

Fort Tilden, NY 11695 
Sequinned trims. Catalog $1. 
Guildcraft 

3158 Main St. 

Buffalo, NY 14214 

(716) 837-9346 

Sequins. Catalog $2.50. 


House of Crafts & Stuff, Inc. 
409 North Gall Blvd. 
Zephyrhills, FL 34248 

(813) 782-0223 

Sequins. Catalog $2. 


Jehlor Fantasy Fabrics 
Pavilion Outlet Center 
17900 Southcenter Parkway 
Suite 290 

Seattle, WA 98188 

(206) 575-8250 

Sequinned trims, fabrics, 
appliqués. Catalog $2.50. 
Request an order form for 
custom-sample service. 


M & J Trimming Co. 

1008 Sixth Ave. 

New York, NY 10018 

(212) 391-9072 

Sequins and trims. No 
catalog, but will fill a mail 
or phone order. 


Sheru Enterprises, Inc. 

49 West 38th St. 

New York, NY 10018 

(212) 730-0766 

Sequins and trims. No 
catalog, but will fill a mail 
or phone order. 


Weller Fabrics, Inc. 

54 West 57th St. 

New York, NY 10019 

(212) 247-3790 

Sequinned fabrics. No catalog. 
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Glitters 


Shisha 
by machine 


by Robbie Fanning 


ndian embroidery seeks to engage 

in a contest with the sun,” said 

19th-century writer Théophile 

Gautier, “to have a duel to the 

death with the blinding light and 
glowing sky. At all costs its duty is to shine 
and glitter and to send forth the prismatic 
rays; it must be blazing, blinding and 
phosphorescent—and so the sun acknowl- 
edges defeat.” This battle is fought with 
tiny mirrors called shisha, which are held 
to the fabric in a cage of stitches. 

No one has yet documented how these 
mirrors came to be used in Indian embroi- 
dery or who developed the technique. In A 
History of Textiles, Kax Wilson claims that 
the mirror work originated with the hill 
tribes of southern India, who sewed beetle 
backs onto wedding garments. Orthodox 
Hindus, disapproving of this practice, used 
pieces of mica instead. Eventually bits of 
glass or mirrors were used. 

Author Jacqueline Enthoven believes 
that shisha was developed by clever ser- 
vants who admired the jewels embroidered 
onto the maharanis’ clothing. At first they 
probably salvaged chips of broken jewelry. 
Later, the mirrors were manufactured and 
practically everyone could afford them. 

The most charming story is Jean Simp- 
son’s in Shisha Mirror Embroidery. Shah 
Jahan erected several buildings with 
rooms of mirrors, called shish mahals (pal- 
aces of mirrors). His wife, Mumtaz Mahal, 
developed the technique of shisha embroi- 
dery so the shah’s beloved mirrors would 
appear on clothing, pillows, and wall hang- 
ings. When she died, the shah built the Taj 
Mahal as a monument to their love and a 
mausoleum where they could be together 
forever. Later, Shah Jahan was overthrown 
by a son who imprisoned him across the 
river from the Taj Mahal. From there, the 
shah was only able to view the resting 
place of his dead lover by gazing at one 
small shisha mirror embedded in the wall. 
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This long blouse is decorated with handsewn shisha and silk-and-cotton embroidery. It was 
made by the Hartjan clan of Kutch, India, in the late 19th or early 20th century. 


Shisha embroidery is practiced all over 
India, Pakistan, and Afghanistan. In some 
regions, bright-colored peacocks, ele- 
phants, and flowers are embroidered 
around the mirrors; in others, the designs 
are geometric and the colors subdued. But 
no matter what the variation, shisha work 
is always laden with mirrors, and applying 
them by hand is a time-consuming task. 

Caryl Rae Hancock, of Vienna, VA, has 
devised a quick, clever way to attach shi- 
sha with free-machine embroidery. In this 
technique, the fabric is not advanced by 


the machine’s feed dogs as you stitch; in- 
stead it is manipulated by hand so that 
you are almost drawing with thread. On a 
piece of organza, you stitch a circle slightly 
smaller than the shisha. Next, you cut out 
the circle’s center and free-machine em- 
broider satin stitches. Then you cut 
around the outside of the circle and lay 
the organza ring on the shisha, which has 
been glued to the foundation fabric. You 
straight-stitch to attach the shisha to the 
fabric and free-machine embroider again 
to hide the edges of the ring. 
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Photo by Jack Ramedale 
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inside if you‘re using 12-in. shisha or larger. 


_ form a stitch. Set the machine for a straight 
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Fig 1 : With the stretched side of the organza 
down, trace around a shisha. Remove the shi- 
sha, and glue it in place on the right side of the 





Z Stitching 
line ——~gaer 


Fig. 2: Slide the hoop under the needle. Position 
the needle just inside the traced line—up to % in. 


Fig. 3: Hold the top thread in your left hand and 
turn the handwheel to pull ht bobbin thread. 
Lower the presser-foot lever (easy to forget if 
you're not using a foot), or the machine won't 


ee" O length and width. 


/ Locked 
£ stitcnes 











~ 








| Top and ' 
bobbin threads Pte! Stitch 
3x around. 


Fig. 4: Jo lock the initial stitches, hold both 
threads in your left hand, stitch three times in 
one place, and cut off the thread ends close to 
the fabric. Now stitch three times around, inside 
the traced line, to anchor the hole you will cut in 
the organza. 
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Fig. 6: Jo hide the organza‘s raw edge, set the 
machine for a medium-wiath zigzag stitch. Lock 
the threads, and fre¢ 
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Fig. 5: Slide the hoop out from under the nee- 
dle. Carefully cut out the inner circle close to the 
stitching with embroidery SCISSOTS. 
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Raw edge 
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-machine stitch around the 
95 wow work. 













Inside 


: Using a medium-width zigzag stitch, 
free-machine embroider '2-in. satin stitches 
around the circle—this is your only chance to fill 
out the stitching and cover up the organza back- 
ing. Lock the threads, remove the organza from 
the hoop, and cut around the stitching, trim- 
ming close to the edge. Reset the machine for 
Straight stitching. 
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Ied ring over the shisha on 
and pin it in place. Make 
sure the edges of the shisha are covered, or 
someday it will pop out. 





tion fabric under the needle, lock the threads, 
and straight-stitch around the edge of the shi- 
sha over the embroidered ring. 
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Illustration by Paola Lazzaro 


Fig. 10: Hide the outer edges of the organza 
with zigzag stitches that feather onto the foun- 
dation fabric. You can also finish the edges with 
a straight stitch in any continuous-line design, 
such as loops, running the machine fast and 
moving the fabric slowly. 
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There are three kinds of shisha: antique (left); rainbow (center), avail- 
able in a variety of colors; and perfect (right), available in a variety of 


Shapes. 


To apply shisha by machine, you need a 
zigzag machine with a size 10/11 (70) nee- 
dle and thread that matches the fabric. | 
use extra-fine machine-embroidery thread. 
The bobbin thread will show, so use the 
same color in the bobbin as you used to 
thread the machine, or choose comple- 
mentary colors. You need a 6-in. to 8-in. 
machine-embroidery hoop or a screw-type 
hoop—one that’s not too large to work 
with on your machine. You need a piece of 
organza, a foundation fabric heavy enough 
to support the mirrors, a pencil or fade-out 
pen, and a glue stick or white fabric glue. 

Shisha mirrors are available in three 
forms: antique, perfect, and rainbow. They 
range from about % in. (9mm) to 1 in. 
(25mm) in diameter. Antique shisha are 
the best for embroidery because they’re 
washable and lightweight. They are hand- 
cut into small disks from silvered glass 
blown about 1 ft. in diameter, and their 
imperfections—uneven edges, irregular 
sizes, surface bubbles—-are part of their 
charm. Perfect shisha, as their name im- 
plies, are perfect. Mass-produced in round, 
square, and rectangular shapes, they are 
thicker than antique shisha. They're also 
not washable, so if you put them on cloth- 
ing, you must have the garment dry- 
cleaned. Rainbow shisha are two-sided: a 
plain mirror on one side; a colored mirror 
on the other. Either side may show. 

To apply shisha, set your machine for 
free-machine embroidery, as you would for 
darning: Use a straight stitch with 0 length 
and width or a medium-width zigzag 
stitch, as shown in the drawing on the fac- 
ing page. Lower or cover the feed dogs, and 
either put on a darning foot or use no 
presser foot at all. If you loosen the top 
tension slightly, you will decrease the 
chance of dropped stitches. 
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The shoulder flaps on this 20th-century cotton blouse, or chola, lft up 
out of the way so a heavy load can be carried comfortably. This garment 





was made by the Lambadi clan of Gujarat, India. 


Once you have mastered the techniques, 
you can prepare organza for four mirrors at 
the same time. Use a piece of organza that 
fits over an 8-in. to 10-in. embroidery 
hoop, and position the shisha so you won't 
stitch too close to the edge of the hoop. 

Instead of organza, you could use WSS, 
Aqua-Solv, or Solvy-—transparent, plastic 
fabrics that dissolve with water. After the 
shisha are in place, spray the mirrored 
areas with water. (For a moment the stabi- 
lizer will look like melting jellyfish, then 
will disappear.) Make sure that you've se- 
cured the zigzag stitches with the straight 
stitches (Fig. 9), or they will flap loose. 

To create a different look, or if you don’t 
have a zigzag machine, you can hold the 
shisha in place with a nonfrayable fabric 
like felt or a material like leather or Ultra- 
suede. Trace the shisha on the underside 
of the fabric and cut a hole slightly small- 
er than the diameter of the shisha. Then 
trim the fabric at least % in. larger than 
the shisha. Place the ring of fabric over the 
shisha that you have already glued to the 
foundation fabric, and straight-stitch (or 
zigzag) around the edge of the fabric. 

You can put the foundation fabric in a 
hoop to make the free-machine embroidery 
easier, but as the fabric becomes covered 
with shisha, you won't be able to position 


the hoop without breaking a mirror. If 


you're decorating clothing, especially neck- 
lines or other edges, attach the mirrors be- 
fore cutting out the pattern pieces. B 


Robbie Fanning ts the author of Decorative 
Machine Stitchery and a contributing edt- 
tor of Threads magazine. She wishes to 
thank Jerry Zarbaugh and Jacqueline 
Enthoven for their assistance. The histori- 
cal examples are from the collection of The 
Museum for Textiles, Toronto. 


Recommended reading 

Elson, Vickie C. Dowries from 

Kutch/A Woman's Folk Art Tradition in 
India. Los Angeles: UCLA, Museum of 
Cultural History, 1979. 


Enthoven, Jacqueline. Stitches of 
Creative Embroidery. New York: Van 
Nostrand Reinhold, 1964. 


Gross, Nancy D., and Fontana, Frank. 
Shisha Embroidery/Traditional Indian 
Mirror Work with Instructions and 
Transfer Patterns. New York: Dover 
Publications, 1981. 


Simpson, Jean. Shisha Mirror 
Embroidery/A Contemporary 
Approach. New York: Van Nostrand 
Reinhold, 1978. 


Wilson, Kax. A History of Textiles. 
Boulder: Westview Press, 1979. 


Mail-order sources of supply 
Jerry Zarbaugh/Aardvark 

P.O. Box 2449 

Livermore, CA 94550 

Shisha, Indian threads, books, 
newspaper subscription (Aardvark 
Territorial Enterprise) for 59¢. 


Gail Kibiger/Sew Craft 

Box 6146 

South Bend, IN 46660 

Shisha, machine-embroidery supplies, 
quarterly newsletter for $1. 


Janet Stocker/Treadleart 

25834 Narbonne, Suite I 

Lomita, CA 90717 
Machine-embroidery supplies, 
bimonthly magazine (Treadleart). 
Catalog #1. 


Imports by Clotilde 

237 SW 28th St. 

Ft. Lauderdale, FL 33315 
Unusual seuing supplies. 
Catalog $1. 
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Designing 
the Warp 


Parallel considerations 


by Jeanne Criscola 


Weave—To construct wn the mind 





or wmagination. —Webster’s 


Fabric is made up of three elements—the 
warp, the weft, and the space between 
them. The warp is a series of parallel 
threads running lengthwise; the weft is a 
series of parallel threads running width- 
wise. When interlaced as fabric, the warp 
and weft threads meet at right angles. The 
interval between them is the interspace. 

Fabric can and does express ideas on 
many levels: aesthetic, tactile, and utilitar- 
ian. Making fabric is a creative process, 
which begins with designing the warp. 
This is where the thinking and visualizing 
of the end product take place. The choices 
made in designing the warp are controlled 
both by the designer and by the inherent 
characteristics of the medium—yarn. De- 
signing the warp involves selecting and po- 
sitioning the warp threads, evaluating how 
they will interact with the weft threads to 
create the interspace, and finally calculat- 
ing the total amount of yarn that will be 
needed for the finished fabric. 


Identifying fibers—Fiber is the raw mate- 
rial that, when constructed or spun, pro- 
duces yarn. A knowledge of fibers and 
yarns is essential to fabric construction. 
Knowing their behavior on and off the 
loom enables you to make judgments 
about the fabric they will become. The 
more you know about your materials, the 
more control you have over them, and the 
better you can direct your results. 
The burn test. The best way to identify a 
fiber is to burn it and then analyze how it 
burns and the odor it produces. Double the 
yarn a few times, and twist it at its center 
so that you have several loops at one end. 
Hold the yarn over a flame, and light the 
looped end. Watch how the fibers burn; 
then blow out the flame. Notice whether 
the fibers continue to burn or not, and 
what the ash looks like. 

Wool, silk, rubber, and several synthetics 
produce a bead on the end of the burned 
material. To determine what kind of fiber 


flame. Consult Chart B (p. 68) to identify the fiber by its burn characteristics. 
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you have, you need to crush the bead—the 
bead of a synthetic will be difficult to 
crush. If you suspect the fiber is synthetic, 
wait until the bead cools before crushing 
it. A melted synthetic fiber is a liquid plas- 
tic that will stick to your fingers and burn 
you. If you’re not sure what fibers you are 
working with, consult Chart B on p. 68 
after you’ve done the burn test. This chart 
is not comprehensive, but it lists some of 
the most common fibers. 

The burn test is the most accurate meth- 
od for identifying fibers, but it can be con- 
fusing. A finish on the fibers will leave a 
black ash that can distort your visual read- 
ing, although the odor of the burnt fibers 
will be unchanged. When burning a yarn 
that contains two or more fibers, especially 
natural blends, you will have difficulty 
distinguishing between them. In these 
cases, the feel of the fibers and their abili- 
ty to take dyes will help you identify un- 
known fibers (see Chart C, p. 69). 

Feel and dye receptability. Natural fi- 
bers feel like their raw or original states. 
Cotton yarns have the texture of raw cot- 
ton, and wool feels like sheep. Linen, 
which is from the stalk of a plant, feels 
stalky even when spun. The way fibers 
take dye has to do with their ability to 





To identify fibers, conduct a burn test. Hold the looped end of a length of yarn over a flame, watch how it burns, and then blow out the 
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chemically bond with the dye, but it also 
partly depends on the color in their origi- 
nal state. For example, raw cotton is al- 
most white, so it takes dyes in clear colors. 
Raw linen is gray, so dyed linen is a hue of 
the color, unless it has been bleached first. 


Selecting yarns—Yarns come in a variety 
of textures, diameters, and colors. The 
combinations allow for endless design pos- 
sibilities. The need to constantly make de- 
cisions about the materials, to add and 
eliminate possibilities sparks a designer’s 
creativity. When selecting yarns, choose 
those that catch your eye, that inspire you. 
You'll work better with materials you like. 
Spin and ply. Yarns can be made up of 
one fiber or combinations of fibers. The 
way the fibers are spun and/or plied deter- 
mines the texture and diameter of the yarn. 
Yarn fibers are spun in either of two direc- 
tions: clockwise, to produce an S-twist, or 
counterclockwise, to produce a Z-twist (see 
drawings, p. 57). The twist of the fibers de- 
termines how the yarn reflects light. When 
yarns with different twists are used togeth- 
er, the subtle difference in the way they 
reflect light becomes obvious. Two yarns of 
the same color, but with different twists, 
can look like different shades. 

Some yarns are simply twisted. These 
are called single-ply yarns, or singles. Oth- 


ers are plied, meaning they are made up of 


more than one twisted fiber. There are also 
a number of highly textured novelty yarns, 
such as slub, bouclé, chenille, and ratiné. 
Novelty yarns are plied yarns consisting of a 
core yarn, an effect yarn, and a binder yarn. 
Color. The larger a designer’s palette, the 
better. When choosing colors for warp 
threads, place all the yarns on a clean, 
neutral-colored table and stand back. Look 
for the colors that push forward, in other 
words, those that stand out. Most likely 
these colors will do the same thing when 
woven. A rule of thumb is this: Warm col- 
ors come forward, cool colors recede. Tex- 
tured yarns jump visually because they are 





Some fibers form a bead. Let it cool. Then 
crush it to determine which fiber you have. 
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more active visually. In vivid colors they 
are even more active. Thick yarns will al- 
ways overpower thin yarns. 

Knowing how color suggests depth on a 
two-dimensional surface is invaluable for 
creating fabrics with dimension and rich- 
ness. Color in weaving is like pointillist 
theory in painting. When two colors that 
are next to each other are viewed from a 
distance, they often blend to become a 
third color. To evaluate the overall effect 
of the yarns you plan to use for the warp, 
wrap them around either a white or neu- 
tral-colored piece of cardboard. Pack the 
threads tightly so the color of the card- 
board doesn’t throw off the effect. You can 
also evaluate the effeet of colored yarns by 
loosely twisting them together. To get an 
idea of how they will work with the weft 
threads, visualize them being interlaced. 
Shrinkage. Besides texture and color de- 
cisions, there are some functional consid- 
erations. Yarn shrinkage is important in 
calculating the length and width of a wo- 
ven piece. For example, if you put on a 
warp and the yarns have a high shrinkage 
rate, the finished measurement of the 
washed and dried fabric will be less than 
that of the fabric you produced on the 
loom. By washing and drying a sample 


length of yarn, you can get some idea of 


how much it will shrink. Also, a yarn’s 
character frequently changes after the 
yarn has been washed and dried, and most 
times for the bettcr. Some weaving yarns 
are shopworn or dirty when purchased, 
and some have been treated with a finish 
in the spinning process. Washing removes 
the dirt and the finish, allowing the fibers 
to “full” or “blossom.” If the dye bleeds, 
you can plan ahead to send the finished 
piece to the dry cleaners. 

Stretch. All yarns stretch at different 
rates because of the way the yarn was spun 
or the nature of the fiber it is composcd of. 
Linen keeps its shape no matter how it is 
spun. Wool, on the other hand, always has 
some give, especially if the yarn was spun 
for knitting. Yarns that shrink at different 
rates can produce some interesting fabrics, 
but keep in mind the fabric’s purpose. For 
example, fabrics for window treatments 
need a certain amount of resilience so they 
don’t lose their shape with time and use. 
Strength. To work as a warp thread, a yarn 
must be strong. Warp threads take much 
more abrasion during the weaving than 
the weft threads ever will. They are 
stressed by being threaded through the 
heddles and reed and by being in tension 
while moving through the beater. 

There is one test that tells whether a 
yarn can be used as a warp thread. Hold 
the yarn taut and graze its surface with 
your thumbnails. This simulates the 
loom’s tension and abrasion. If you can 
perform this test ten times without break- 
ing the yarn, you can be assured that the 
yarn will not break while you are weaving. 
If the yarn breaks after five times, you are 


| Chart.A: Spin and Ply 








The plies (na novelty yarn consist of a. 
core, con effect, and a binder yarn: 


Ratine—Effeet yarn and core yarn hwisted 
in a spiral, pins pbeicabi ec 







Bouelé (loop or curl)—Similar to mating, but 
effect yarn Is less twisted, 


he “= 


Stub—Soft untwisted areas of yarn at fre 
quent intervals, 
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Chart B: Burn Test 





Approaching 
Flame 





| Cotton 






Scorches; ignites 
quickly 





Linen 





Scorehes; ignites 
quickly 







Smolders 





Wool 





Smolders; ignites 
slowly 










Rayon Seorches; ignites 


quickly 















Acetate Fuses away from 


flame; turns black 













Fuses and shrinks 


away from flame slowly 






Fuses and shrinks 
away from flame 









Fuses and shrinks 


away from flame and melts 








Fuses and shrinks Melts 


away from flame 


Modacrylic 














— Spandex Fuses in flame Melts 

| we . . 
| Olefin Fuses, shrinks, Melts 
| and curls away 
| . + 
| from flame 

Saran Fuses and shrinks | Melts 

away from flame 
Glass Does nothing Does not burn 







Metal Does nothing 





Rubber Smolders 






taking a chance with it. For the sake of 
your design, however, it may be a chance 
worth taking. 

Be sure to test the slub, or less twisted 
sections, of novelty yarns as well as the 
more twisted sections; the slub section is 
usually where breakage occurs. Also test 
the thin, overspun areas of singles yarns. 
If a yarn breaks in handling, it probably 
has been eaten by moths or has reached its 
shelf life. Throw it away. A cotton that 
you've had for thirty years, for example, is 
liable to break apart like paper. 


Positioning yarns in the warp—There are 


no real limitations to the types of yarns 
you can use as warp threads. The charac- 
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In Flame 


Burns quickly; 
yellow flame 


Burns less quickly than 
cotton; yellow flame 


Burns slowly; 
sputters and melts 


Burns slowly with 
small flickering flame; 
sizzles and curls 


Burns more quickly than 
cotton; bright yellow flame 


Blazes and burns quickly; 
sputters, melts, and drips 
like burning tar 

Melts, then burns 

Melts and burns slowly 
Flames rapidly; sputters 
and burns slowly 


and burns 


and burns slowly 


and burns slowly 


flame; melts above 1500°F 


Does not burn; film 
coating melts and burns 


Melts and shrivels away 
from flame 


Removed from 
Flame 













Continues to burn 
rapidly; has afterglow 


Continues to burn; 
has afterglow 

Burns with difficulty; 
ceases to flame 





Ceases to flame 


Continues to burn; 
has no afterglow 





























Continues to melt 
and burn 









Ceases to burn 






Continues to melt 
and burn 


Burns with difficulty 





Ceases to burn 


in normal Solidifies 





Varies, depending on 
film coating 


Ceases to burn 


teristics of the materials should simply 
guide their placement in the warp. Using 
yarns with different degrees of strength, 
stretch, and shrinkage can create prob- 
lems, but if you Know the yarns’ tenden- 
cies, you can avoid potential problems by 
how you position the yarns in the warp. 
If you are using two yarns that have dif- 
ferent degrees of stretch, the warp will be 
stable if the stretchier yarn makes up less 
than half the warp threads and alternates 
with more stable yarns. If stripes of the 
stretching yarns, placed throughout the 
warp, are surrounded by more stable 
yarns, the warp will also be stable. The 
problem arises when the stretching 
threads make up a large stripe in the warp. 


Odor 


Burning paper 


Burning paper 


Burning hair 





Burning hair; 
stronger odor 
than silk 


Burning paper 


Continues to melt Vinegar Hard, black ash; 
and burn irregular bead, difficult 
to erush 
Flame ceases and Celery Round, hard, grayish bead, 
dies out wort erush 
Burns with difficulty Sweetish Round, hard, blaek bead, 


Burning meat 


Sweet 


Sharp, bitter 


Chemical 





Bittersweet 
Harsh 
Varies, depending 
on film coating 


Intense, pungent 





















Ash 





Light and feathery gray ash; 
if mercerized, ash is black 


Light and feathery gray ash 


Round, shiny black bead; 
easy to crush 

Crisp, dark ash; round, 
irregular bead, easy 
to crush 






Light and feathery gray ash 





won't erush 








Irregular, hard, black bead, 
won't crush 


Irregular, hard, black bead, 
won't crush 


Soft, light, black ash | 


Round, hard, tan bead, 
won't crush 








Irregular, hard, black bead, 
won't crush 





Solidifies and returns 
to original color 









Varies, depending on 
film coating 





Irregular, hard, black bead 





Their tendency to stretch gets worse as you 
weave, and the only solution is to weave 
with two beams to compensate for, and 
maintain, different tensions. 

Likewise, if a weak yarn makcs up less 
than half the warp threads and it alter- 
nates with stronger yarns throughout the 
warp, the chance that the weak threads 
will breal« is reduced considerably. If the 
yarns make up stripes throughout the 
warp, or one large stripe in the warp, 
they'll tend to break. Weak threads on 
cither selvedge are certain to break 
throughout the weaving process. Strength 
problems, like stretch problems, only get 
worse as you weave, and constantly having 
to mend broken warp threads can be mad- 
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dening. When deciding whether to risk 
weak threads in a warp, consider the 
length of the warp. Broken threads in a 
short warp will try your patience much 
less than breakage in a long warp. 

One way that you can strengthen a yarn 
is to wind it into two or more balls and 
then wind the strands all together as one. 
By doing this, you will make a strong yarn 
consisting of multiple strands that are not 
plied. You can also do this with two or 
more different types of yarns in order to 
produce textures and colors that you 
would not be able to purchase. 

Take care if you’re going to use highly 
textured yarns, such as bouclé and mohair, 
as warp threads. These yarns tend to stick 
to themselves and to other yarns. 


Weave structure—The way in which the 
warp and weft threads are interlaced is the 
weave structure. The weave structure inte- 
grates the yarns’ colors, textures, and di- 
mensions to establish the rhythm of the 
fabric, and its interspace determines the 
fabric’s rigidity or pliability. 

In a warp-faced weave, the warp threads 

are most visible in the woven fabric. In a 
balanced weave, equal amounts of the 
warp and weft threads are visible, provid- 
ing the yarns are of the same diameter. In 
a weft-faced weave, the weft threads pre- 
dominate. Each weave structure creates a 
characteristic interspace. In a warp-faced 
weave, the interspace is long and narrow. 
In a balanced weave, the interspace is a 
square, and in a weft-faced weave, the in- 
terspace is short and wide. The density and 
rigidity of a plane of fabric are determined 
by the amount of interspace, by how far 
apart or close together the warp and weft 
threads are. The greater the amount of in- 
terspace, the more pliable the plane of fab- 
ric; the less interspace, the more rigid the 
plane of fabric. The amount of interspace 
is relative to the diameter of the yarn, so 
weave structure works together with the 
yarn’s sett to create the density of a fa- 
bric’s weave. 
Yarn sett. Sett is the number of warp 
threads that are required to fill 1 in. of 
fabric, referred to as ends per inch (epi). In 
order to calculate the sett of the yarn fora 
particular project, you need to know the 
type of weave structure you will be using, 
but first determine what the yarn’'s sctt is 
in a balanced weave. From the yarn’s sett 
in a balanced weave, you can easily adjust 
the sett to create a warp-faced or a weft- 
faced weave. 

First wrap the yarn around a ruler to the 
'Ye-in. mark. Be sure to pack it tightly, 
without overlapping the strands. Then 
count the number of threads it takes to fill 
% in., and do the same for cach type of 
yarn in the warp. By wrapping your yarn to 
the %-in. mark, you are measuring how 
many warp threads there will be in 1 in. of 
fabric in a balanced weave. The unwrapped 
Ye in. is the interspace, through which the 
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Fiber Raw State 





Cotton Cotton boll 











| Linen Flax stalk Cold 





| Silk 








rubber 


| Silkworm Warm 
| Wool | Sheep Warm 
| : 
Rayon | Cotton linters Cool 
or wood 
Acetate Cotton linters | Cool, but 
or wood warmer than 
rayon 
Nylon Polyamide | Varies 
Polyester Dihydric aleohol Varies 
and terephthalic 
acid 
Acrylic Acrylonitrile Warm 
| Modaerylie | Acrylonitrile Warm 
| 
Spandex Polyurethane Varies 
Olefin Ethylene Varies Similar to 
| or propylene polyester, very 
| 
Saran | Vinylidene Varies 
| ehloride 
Glass Silica sand, Varies 
limestone, and 
other minerals 
Metal Aluminum, silver, Varies 
gold, stainless steel 
Rubber Natural or synthetic | Varies 


weft threads will travel as they go under 
and over the warp. 

For cxample, if the yarn wraps around 
the ruler to measure 15 ends to the '% in., 
15 interspaces will be required to complete 
1 in. in a balanccd-weave fabric. In a bal- 
anced weave, the weft will also measure 15 
yarns and 15 spaces, measured in picks per 
inch (ppi), to create 1 sq. in. of fabric. 

To create a warp-faced fabric with this 
same yarn, double the number 15 to make 
the sett 30 epi. By doing this, you are re- 
moving the interspace and putting yarn in 
its place. Thirty is then the minimum 
number of threads needed to create 1 in. of 
this warp-faced fabric. If there are fewer 
than 30 threads in 1 in., more of the weft 


| Conductivity 
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Hand Dye Affinity 
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Good 



















Soft, inelastie 














Smooth and Poor 


leathery, inelastic 





Smooth, elastie Excellent 








Springy, elastic High 





Smooth, inelastic, 
has less body 
than silk 





Very good 

















Smoother, more 
elastic, has more 
body than rayon 


Good to poor 






Good 


Smooth, elastie, 
lightweight 


ba ——— 


Smooth, elastic, Good 
slightly stiffer 


than nylon 


| 


Soft, elastie, Good 
lighter and 


slicker than wool 





Soft, elastic, Good 
slightly stiffer 


than acrylic 


Good 


| Highly elastie, 
BIN 
| feel depends on 


film coating 


Very poor 


lightweight 


Smooth, flexible, None 


heavy, plastic feel 








None 





Smooth, lustrous, 
heavy 





None 


Smooth, flexible 


Similar to Poor 
spandex, but 
heavier 


will show, and the plane of fabric will be 
more pliable. If there are more than 30 
threads in 1 in., the interspace will be 
smaller, and the plane of fabric more rigid. 
For a weft-faced fabric of the same yarn, 
you'd decrease the number of threads the 
balanced weave required. By taking away 
threads, you increase the interspace. There’s 
more room for the weft to be visible before 
it must go under a warp thread. The weft 
threads float over the warp threads, so the 
plane of fabric is more pliable. 
Fabric density To learn about fabric den- 
sity, look at manufactured yardage. Ana- 
lyze the size and sett of the yarns and the 
weave structure in relation to the weight 
and purpose of the fabric. There is nothing 
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Chart D: Fiber Shrinkage and Strength 


Strength 





Shrinkage 





































High. More than any other natural fiber. Glass Highest 
Less in worsteds; greatest in novelty yarns. 
Cotton Considerable. The more interspace in the Linen High 
weave structure, the more shrinkage. 
Considerable, as with cotton. Cool-water High 
/ wash will reduce shrinkage. 
Moderate. Shrinks less than cotton. High 
Little. Ironing tends to streteh fibers back out. Polyester 
Little. Shrinks like silk. 






Medium 
to high 







Medium 


Medium 





Cotton 





Medium 


















Spandex 


Rubber None 


Photo by Sergio Purtell. 


at ir” al Be ae 


ee ee ee ng a he ee att oe ate oe 


A al eee 


_-" 
= 


To test the strength of a yarn, hold it taut 
in both hands, as shown in the photo 
above, and drag your thumbnails over it. If 
you can do this ten times without breaking 
the yarn, you have a strong warp thread. 
In the fabric at left, yarns uith different 
shrinkage rates were used in the warp to 
create a special effect. 
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Ina balanced weave (top), equal amounts 
of warp and weft threads are visible on the 
fabric’s surface. 


worse than a rigid apparel fabric that does 
not have any drape to it. A gravity-defying 
garment will look like a board enveloping 
the figure. On the other hand, a tapestry 
needs to be dense and somewhat rigid to 
hang properly and have the necessary vi- 
sual impact. 

The reed of the loom is where the densi- 
ty of the fabric is actually set up. Once it is 
set up, the warp’s density is constant, 
though the weft’s density depends on how 
firmly you pack the weft into the warp. 


Caleulating yardage—The next step in 
planning your warp is to calculate the 
yardage you'll need. First multiply the 
number of ends per inch by the total num- 
ber of inches needed for the width of your 
fabric (epi x total width =total number of 
ends for fabric width). Then determine 
how many inches of fabric you'll need for 
the length. For example, if you’re making 
a garment, you must know how many 
inches in length you’ll need for the whole 
piece, including fringe, hems, and seams. 
Write the measurements down on the 
same paper with the width calculations. 
Don’t forget to allow extra for shrinkage. 
An average shrinkage allowance is 20%. 
Multiply the number of inches in length 
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The bottom photo shows two sides of a fab- 
ric: One side (upper left) 1s warp-faced; the 
reverse side (lower right) is weft-faced. 


needed for the fabric by the percentage of 
shrinkage. Add to this number the amount 
of loom waste, which is the length of yarn 
needed to tie on with, and the amount that 
extends from the apron rod up to the back 
of the harnesses. On most looms, this is 
between ¥2 yd. and 1 yd. 

Now add everything up: Total length in 
inches +(total length x shrinkage percent- 
age) t+ loom waste=yardage needed. To 
simplify things, round off your total to the 
next 4% yd. Then multiply the total number 
of ends for fabric width by yardage needed. 
This is how much yarn you will need for 
the warp. (You will need the same amount 
of yarn for the weft in a balanced weave.) 
Finally, if you are using different types of 
yarns, divide the total amounts by the ap- 
propriate percentages of each material. 

When you are buying yarns and don’t 
know their total yardage, weigh an article 
similar to the one you want to make, and 
simply buy approximately the same 
poundage of yarn. Calculate the propor- 
tions of warp and weft threads in the 
weave structure that you are using. 

You are now ready to wind the warp. U 


Jeanne Criscola, of Hamden, CT, 1s a tex- 
tile and graphic designer and an educator. 
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Weak yarns and yarns WHE a high degree of 
stretch should be placed alternately through- 
out the warp with more stable yarns. 





Warp-faced weave 
The interspace is long and narrow. 





The warp will also be stable if yarns with a 
high degree of stretch are distributed in small 
groups throughout the warp and surrounded 
by more stable yarns. Small stripes of weak 
yarns are likely to break. 


If there is a large stripe made up of yarns 
with a high degree of stretch, you must use 
two beams while weaving to keep the cor- 
rect tensions. A large stripe made up of 
weak yarns must be surrounded by more 
stable yarns, but they may still break during 
the weaving. 





Balanced weave 
The interspace is a square. 








Weft-faced weave it 2; 
The interspace is short and wide. + 
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To find the sett in a balanced weave, wrap the yarn to the 2-in. mark and count the strands. 
Illustration by Jeanne Griscola 
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Fabric About Fabric 





Junichi Arai’s computer creates a textile for the 80s 


by Deborah Cannarella 


he photorealistic image of bolts of 

cloth on the fabric shown here is 

not a printed design, but an intri- 

cate double weave. It was created 

with a jacquard loom and a com- 
puter, in 100% wool, by Junichi Arai, of 
Anthologies Ltd. of Japan. The folds and 
frayed ends in the pattern repeat play off 
the actual folds of the cloth and the inten- 
tionally exposed frayed seams of the 114-in. 
by 110-in. pieced wall hanging. 

There are two planes of fabric in a dou- 
ble weave, and the warp and weft threads 
pass from one plane to the other, and back 
again. Because of these interchanging 
threads, the same image appears on the 
other side of the fabric, but in reverse— 
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where black threads create the pattern in 
one layer of the cloth, white threads create 
the same pattern in the other. 

Arai’s design began as a 4x4 photograph 
of bolts of fabric and was enlarged in scale 
by an elcctronic scanner. Arai used an- 
other computer to produce the 3,600 
punch cards needed to weave the fabric. 

“I don’t think I’m a textile designer. I 
think I am more like a textile planner, a 
planner and thinker of what thread does,” 
said Arai. “Last year I visited textile 
weaver Peter Collingwood in England, and 
he said a textile designer is like a math- 
ematician. I think this is my same idea.” 

With the help of the computer, any de- 
sign can be engineered for the jacquard 


loom, but in addition to design possibili- 
ties, computers present production advan- 
tages. “If he has an idea for a design in the 
middle of the night,” Arai’s translator, 
Chiaki Maki, explained, “the next day he 
can see a sample. Without the computer, 
he would have to wait weeks, even longer.” 
Arai admitted that because the labor in- 
volved is so intensive, without computers, 
his cloth would not have been made. To 
make a fabric like the one shown here, a 
handweaver would have to work from an 
elaborate graph and use pick-up-sticks to 
manually raise the threads. “If people had to 
do just the punch cards for the jacquard,” 
Arai noted, “it would take one month by 
hand. This piece took me three days.” 
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Detail of Junichi Arai’s jacquard double-veave cloth. 


“Today there is a revolution in the tex- 
tile world, and the computer is helping. 
This is a two-layer fabric,” said Arai. “Now 
Iam planning to make an eight-layer fab- 
ric on the jacquard loom—it is only be- 
-ause of the computer that I can plan it.” 

Arai showed his remarkable fabrics at 
the “Textiles for the Eighties” exhibition 
and symposium last January at the Rhode 
Island School of Design (RISD) in  Provi- 
dence. The international exhibition of 120 
innovative fabrics was organized to ad- 
dress the issues of craft, technology, and 
art. As textile artist Sheila Hicks com- 
ments in the exhibition catalog, the defini- 
tion of textiles has expanded to include 
applications in “building dams, roads, race- 
tracks, space and marine craft, tensile 
structures for large-span roofing, insula- 
tion walls, bridges, tents, and many other 
things besides furnishings.” The exhibit 
included examples of these types of tex- 
tiles and more. Ilieks contends that we 
will soon see designers “influenced by a 
new kind of eclecticism” adapting indus- 
trial fabrics to both interiors and fashion. 

In conjunction with the exhibition, cura- 
tor Maria Tulokas, head of the textile de- 
sign department at RISD, organized a one- 
day symposium to discuss the role of the 
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artist-designer in the industry. Besides 
Arai and Hicks, panelists included textile 
designers Jack Lenor Larsen and Jay Yang, 
and Martina Margetts, editor of the British 
magazine Crafts. The discussion centered 
on the paucity of graduate programs in 
textile design and the need for design stu- 
dents to apprentice within the industry. 

Larsen, who is chairman of the Ameri- 
ean Crafts Council and whose New York 
studio is considered a leader in design, 
pointed to “a vacuum for creative entrepre- 
neurs,” the need for designers to motivate 
and lead the marketeers. The ebullient 
Hicks then challenged the industry, and 
Larsen in particular, to make a commit- 
ment to take on students as interns. 

Margetts pointed out that the same is- 
sues are at the forefront in Great Britain. 
She reported on a similar art-and-industry 
gathering, called “Texstyles,” held in Lon- 
don last October, and showed slides of the 
best British work, declaring that “the peo- 
ple to watch are those doing construction 
(like Arai), not surface design.” 

Arai closed the discussion by producing 
a gift for Hicks: a tubular fabric that could 
be turned inside out to become three dif- 
ferent searves, one white, one black, and 
one black and white. After revealing the 
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fabric’s three identities, Arai merrily 
flipped one end of the tube onto his head 
and tossed the other around his neck to 
demonstrate that his computer-designed 
searf made a perfectly sensible hat as well. 

Arai then announced that both he and 
Maki were wearing computer-designed 
shirts that had no seams. Each garment 
had been woven as a tube in a jacquard 
double weave and taken whole off the 
loom. The computer had been programmed 
to weave the threads from the front and 
back double layers of the shirt so that all 
four layers were joined without seams at 
the shoulders. 

The creation of a garment traditionally 
begins with the creation of the cloth. For 
Arai, fascinated with what fabric can be- 
come, the process can end there as well.0 


“Textiles for the Eighties” will be in West 


Palm Beach, FL, Sept. 14-Oct. 20, 1985; 
Montgomery, AL, May 4-June 29, 1986; 
Littleton, CO, July 13-Sept. 7, 1986; and 
Montreal, Canada, Sept. 25-Nov. 20, 1986. 
A 64-page photographic catalog containing 
brief essays by Maria Tulokas, Jack Lenor 
Larsen, and Sheila Hicks is available for 
$16.50 from the Museum of Art, Rhode I[s- 
land School of Design, Promdence, RI O2901. 
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Calendar listings are free but must be of broad and 
direct interest to people who work with textiles. The 
deadline for our Dec. 1985/Jan. 1986 issue {avail- 
able Nov. 15) ts Oct. 1. 


ALABAMA: Southern Women Show, Sept. 26-29. 
Birmingham-—Jefferson Civic Center, Birmingham. 


ALASKA: For The Floor. American Craft Council’s 
contemporary rugs, Oct. 27-Dec. 10. Anchorage Histori- 
cal and Fine Arts Museum, 121 W. 7th Av., Anchorage. 


ARIZONA: Masks, Masques, Masx. Contemporary 
masks, Oct. 25-Nov. 20; workshop with El Zarco Gue- 
rrero, Oct. 26. Galeria Mesa, 155 N. Center St., Box 
1466, Mesa, AZ 85201; 602-834-2242. 

The Hand and The Spirit Crafts Gallery. Knotted 
linen wall reliefs of Diane Itter. Oct. 3-31. 4222 N. 
Marshall Way, Scottsdale. 

Pendleton Fabric Craft School. Workshops: Christ- 
mas Weavings, Oct. 8-12; Navajo and Hopi Weaving, 
Oct. 22-26; beginning handweaving, Nov. 5-9; inter- 
mediate handweaving, Nov. 12-16. 465 Jordan Road, 
Sedona, AZ 86336; 602-282-3671. 


CALIFORNIA: Fiberworks, Center for the Textile 
Arts. Two-part exhibition: Fibers West, Sept. 11-Oct. 
18. Fibers East, Oct. 23-Nov. 22. Artists from west and 
east of the Mississippi River. 1940 Bonita Av., Berkeley. 
International Bead Conference. Sponsored by The 
Bead Society, Sept. 20-22. Contact IBC, P.O. Box 
711026, Los Angeles, CA 90071. 

Traditional Japanese Embroidery with Shuji Ta- 
mura. Sept. 28-Oct. 1. Mills College Mtg. Rm. Contact 
Fran Thorsson, 2311 Novato Blvd., Novato, CA 94947. 
Te Maori: Maori Art from New Zealand Collections, 
July 6-Dec. 1. De Young Museum, Golden Gate Park, 
San Franciso. 

American Museum of Quilts and Related Arts. 
Quilts and Postage Stamps: Commemorative Documents 
by Teresa Barkley, Sept. 3-Oct. 5; Caution: Men at Work, 
quilts by men, Oct. 8-Nov. 2; Visions and Re-Visions by 
Ann Johnston, Nov. 5-30. 766 S. 2nd St., San Jose. 
American Quilt Study Group Workshop, Oct. 11-13. 
Santa Sabina Center, San Rafael, CA; 415-388-1382. 
ArtQuest ’86. 2nd Annual Art Competition. Nov. 20 
deadline. Traveling video exhibit. ArtQuest, 2265 
Westwood Blvd., Box 12424, Los Angeles, CA 90064; 
213-399-9305. 

San Francisco Needlework and Sewing Show, Oct. 
11-13. Showplace Square, San Francisco. 


COLORADO: A World of Embroidery, to Jan. 26, 
1986. Denver Art Museum, 100 W. 14th Av., Denver. 


CONNECTICUT: Brookfield Craft Center. Work- 
shops: Weaving, basketry, paper, quilting, crochet, 
machine knitting, fabric design. Sept. 9-Nov. 4. Box 
122, Brookfield, CT 06804; 203-775-4526. 

Art Couture VII. 28 artists. Sept 11-Oct. 19. The Ele- 
ments, 14 Liberty Way, Greenwich. 

The Nutmeg Quilt Show ’85. Greenwich Civic Center, 
Old Greenwich, Oct. 5. Nutmeg Quilters Guild, 21 
Brook Crossway, Greenwich, CT 06830. 

Wesleyan Potters. Lecture on basket design by Ferne 
Jacobs, Oct. 26. Basketry workshops, Sept. 28-29, Oct. 
26-27. 350 S. Main St., Middletown, CT 06457. 

A Stitch Thru Time. The Thames River Quilters’ dis- 
play, workshops. Oct. 12-13. Stonington Elementary 
School, Rt. 2. Contact Christine Murphy, 10 Braemer 
Place, New London, CT 06320; 203-447-3672. 


FLORIDA: Fabric Painting and Dyeing. Workshop, 
Oct. 6. Contact C. Zmetronak, The Florida Craftsmen, 
10763 Shady Pond Lane, Boca Raton, FL 33428. 


GEORGIA: Smecking Arts Guild of America Na- 
tional Convention, Sept. 26-29. Atlanta. Contact Co- 
rinne B. Hemmeter, SAGA, Box 75, Knoxville, TN 
37901; 615-637-5456. 


ILLINOIS: International Basketry Competition, 
Sept. 8-Oct. 31. Chicago Botanic Gardens. Contact 
CBG, Basketry Symposium, Box 400, Chicago, IL 
60022; 312-835-5440. 

Fiber: Emerging Midwest. Juried exhibition, Oct. 11- 
Nov. 8. Textile Galleria. Chicago Art Emerging, Box 
608127, Chicago, IL 60626; 312-465-1473. 


INDIANA: 1985 Southern Indiana Quilt Show, Oct. 
1-26. Raffle; antique quilt evaluation. Floyd County 
Museum, 201 E. Spring St., New Albany. 


IOWA: More Than. Bed and wall quilts by Diane 
Phillips-Caton and Justin Kristofer Caton, July 1- 
Sept. 30. Carver Pavilion Links, Univ. of lowa Hospi- 
tal, Iowa City; 319-353-6417. 


KANSAS: Kansas Fiber Directions ’85, Exhibit 
sponsored by Wichita Handweavers, Spinners and 
Dyers’ Guild and the Wichita Art Museum. Oct. 20- 
Nov. 24. KFD ’85, 105 N. Muirfield, Wichita. 
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LOUISIANA: 4th Annual September Competition, 
Sept. 7-28. Visual Art Center, Alexandria Museum, 
933 Main St., Alexandria. 


MAINE: Fall ’85 Wearables. Four artists. Oct. 3-Nov. 
29. Maple Hill Gallery, 367 Fore St., Portland, ME. 


MASSACHUSETTS: Fashion Knit Design and 
Yarn Styling with Jan Kamm, Sept. 28. Aeolian of 
Martha’s Vineyard, Box 2123, Vineyard Haven, MA 
02568; 617-693-4675. 

New England Needlework Assoc. Trade Show, Oct. 
13-14. Northeast Trade Center, 100 Sylvan Rd., Rte. 
128, Woburn. Register in advance: NENA, 174 Tower 
Av., Needham, MA 02194; 617-449-1717. 

The Boston Seven: New Dimensions in Fiber. Exhib- 
it, Nov. 8-Dec. 2. The Newton Arts Center, 65 Wash- 
ington Park, Newtonville, MA. 


MICHIGAN: 2nd Annual Beaver Island Quilt Semi- 
nars, Sept. 18-21 and Oct. 2-5. M. Silber Associates, 
774 Lakeside, Birmingham, MI 48009. 

The Assoc. of Michigan Basketmakers ’85 Conven- 
tion, Oct. 18-20. Sugar Loaf. Contact Laura Harrison, 
Ladybug Craft Shop, 519 S. Washington, Royal Oak, 
MI 48067; 313-545-3200. 


MINNESOTA: 4th Annual Quilter’s Seminar, Sept. 
25-27. Green Lake Bible Camp, Spicer. Contact Car- 
reen Pierson, RR 2 Box 75, Truman, MN 56099. 
Four Seasons in Fiber. Minn. Federation of Weavers 
and Fiber Artists’ Conference, Oct. 4-6. Contact Kathy 
Lovgren, 1503 19th St. N.E., Rochester, MN 55904. 


MISSOURI: Four State Machine Knitters Seminar, 
Oct. 4-5. Springfield. Contact Knits Ltd., 1518 S. Glen- 
stone, Springfield, MO 65804; 417-887-3277. 


NEW JERSEY: Sheila Nussbaum Gallery. Tapes- 
tries of Nancy Shaw Cramer. Oct. 13-Nov. 9. 358 Mill- 
burn Av., Millburn, NJ 07041; 201-467-1720. 


NEW MEXICO: 2nd Annual Wool Festival. Moun- 
tain and Valley Wool Assoc. of Colorado and New Mex- 
ico, Sept. 28-29. Kit Carson Memorial State Park. Sally 
Bachman, Box 2754, Taos, NM 87571; 505-758-1439. 
Black, White & Red/Read. Juried exhibition: Sept. 13 
deadline, opening Oct. 25. Open to New Mexico artists 
north of Albuquerque. Contact Fuller Lodge Art Cen- 
ter, P.O. Box 790, Los Alamos, NM 87544. 


NEW YORK: Gayle Willson Gallery. American Art 
Fabrics, new work by Barbara MacCullum. Aug. 31- 
Oct. 6. 42B Jobs Lane, Southampton, 516-283-7430. 
2nd National “Created by Hand” exhibition, Sept. 
7-Oct. 2. AAO Galleries, 698 Main St., Buffalo. 

Light As A Feather. Costume exhibition, Oct. 7-Apr. 
12. An ornithological fantasy. Museum of the City of 
New York, Fifth Av. at 103rd St.; 212-534-1672. 
Rockland Quilt Expo. With Heritage Quilters of Hud- 
son Palisades, Oct. 12-14. Rockland Community Col- 
lege, Suffern. Lectures, workshops, displays. Contact 
Eileen Hamilton, 9 Brisman Dr., Theills, NY 10984. 
Sewing by Satellite ’85, Nov. 2. A videoconference 
linking communities across America and Canada. 
Contact the American Home Sewing Assoc., 1270 
Broadway, New York, NY 10001; 212-736-8820. 

oth Annual National Knitwear and Sportswear As- 
soc. Trim Show, Oct. 8-10. Pier Expo, Hudson River 
and 48th St., NYC. Register in advance: Irving I. Sil- 
verman, TAFE Coordinator, NKSA, 386 Park Av. S., 
New York, NY 10016; 212-683-7520. 

International Kids Fashion Show, Oct. 21-23. New 
York Penta Hotel. Register in advance: International 
Fashion and Boutique Show, 210 Boylston St., Chest- 
nut Hill, MA 02167. 

The Craftsman’s Gallery. 3 artists: Tapestry, paper, 
weavings. Sept. 21-Oct. 26. 16 Chase Rd., Scarsdale. 


NORTH CAROLINA: John C. Campbell Folk School. 
Classes in weaving, Nov. 3-10; fabric crafts, Nov. 17- 
23. Brasstown, NC 28902. 

Southeastern Yarncrafters Guild, Inc.’s 21st Nee- 
dlework and Accessories Trade Show, Sept. 27-29. 
Charlotte Civic Center, Charlotte. Also Knitting Sym- 
posium, Sept. 26. The Radisson Hotel, Charlotte. Reg- 
ister in advance: Needlework Markets, Inc., Box 533, 
Pine Mountain, GA 31822; 404-663-2495. 

Penland School of Crafts. Classes: garment design, 
yarns and ancient Guatemalan dyes, Sept. 16-27; 
weaving and surface design, Oct. 14-Nov. 22. Dept. H5, 
Penland, NC 28765; 704-765-2359. 


OHIO: Cleveland Museum of Art. Exhibits: The Art of 
Japanese Stencils, to Oct. 20. Needles, Dyepots, and 
Looms: Teatile Traditions in India, Sept. 10-Spring 
1986; The Basketmakers, Nov. 19-Mar. 16, 1986. 11150 
E. Blvd., Cleveland; 216-421-7340. 


OREGON: Oregon School of Arts and Crafts. 
Courses: Basketry, spinning, dyeing, weaving, cloth- 
ing design, surface design. Sept. 30-Dec. 7. Exhibits: 


Couples, Sept. 5-Oct. 3, including David and Shereen 
LaPlantz; Egyptian Tapestries: Made by Children, Oct. 
10-Nov. 7. 8245 S.W. Barnes Rd., Portland, OR 97225; 
503-297-5544. 


PENNSYLVANIA: The Woodworker and the Fiber 
Artist. Exhibit of wood, weaving, and wearable art. 
Sept. 20-22. Drexel Armory, Philadelphia. 

Phila Presents: A Look at the Apparel Industry, Oct. 
17-Dec. 21. Goldie Paley Design Center, Phila. Coll. of 
Textiles and Science, 4200 Henry Av., Philadelphia, 
PA 19144; 215-951-2860. 

Needles at the Point. 1985 Fall Seminar, Council of 
American Embroiderers, Nov. 4-9. Sheraton Hotel, 
Pittsburgh. Contact Barbara Trellis, 412-421-8086. 


TENNESSEE: Political Statements. Juried exhibi- 
tion of work reflecting social, economic, and environ- 
mental concerns, Jan. 26-Feb. 18. Deadline Dec. 12. 
Sarratt Gallery. Contact Joel Logiudice, 402 Sarratt, 
Vanderbilt Univ., Nashville, TN 37240; 615-322-7311. 


TEXAS: Fabled Cloth: Batik from Java’s North 
Coast, Sept. 7-Oct. 19. Sewall Art Gallery, Rice Uni- 
versity, Houston. 

Texas Knitting Machine Assoc. Ist Annual Semi- 
nar, Nov. 2-3, Houston. Contact Jerry Ellis, 17610 
Hwy. 3, Webster, TX 77598; 713-332-1046. 

16th Annual Seminar of the Embroiderers’ Guild of 
America, Nov. 3-9. Contact Donna Semmes, 9903 
Gemini Dr., San Antonio, TX 78217; 512-826-7453. 


VIRGINIA: Richmond Quilters’ Guild Seminar, 
Sept. 28. Contact Barbara McIntire, 804-320-1559. 
The Continental Quilting Congress, Oct. 3-5. Arling- 
ton. Contact Box 561, Vienna, VA 22180. 


WASHINGTON: Weavings by Randall Darwall, 
Sept. 26-Oct.31. The Flying Shuttle, 310 1st Av. S., Se- 
attle, WA 98104; 206-343-9762. 

Quiiters Escape. The National Quilters Assoc. Confer- 
ence, Oct. 4-6. Bellingham. Contact Suzanne Ham- 
mond, 2614 Cherry St., Bellingham, WA 98225. 
1985 Fibers Unlimited, Nov. 1-Jan. 5, 1986. What- 
com Museum of History and Art, 121 Prospect St., 
Bellingham, WA 98225; 206-676-6981. 


WASHINGTON, D.C.: The Textile Museum. Lec- 
tures: Peter Collingwood, Sept. 19; Abby Sue Fisher 
on Guatemalan sawdust rugs, Sept. 24. Workshops in 
weaving, Sept. 18-22. Also exhibits: The Textile Muse- 
um at Sixty, to Sept. 22; A Master and His Craft, rug 
weaver Peter Collingwood, to Oct. 27; The Textile Art 
of the Chiapas Maya, Sept. 5-Nov. 30; A Decade of Con- 
temporary Rugs, Sept. 15-Oct. 15; The Inscribed Rugs 
of Armenia, Oct. 25-27. 2320 S St. N.W., Washington. 
The Woven and Graphic Art of Anni Albers, to Jan. 
6, 1986. Renwick Gallery, Smithsonian Institution, 
17th and Pennsylvania N.W., Washington, DC. 


WYOMING: Big Horn Batters Quilt Guild Retreat. 
Oct. 4-6. Contact Carole Tarver, 19 S. Main, Seridan, 
WY 82801. 


CANADA: The Banff Centre, School of Fine Arts. 
Classes in fiber and visual arts, Sept. 15-Dec. 20. Mar- 
iette Rousseau-Vermette, Artistic Advisor, Box 1020, 
Banff, Alberta, Canada, TOL 0CO; 403-762-6100. 
Rags to Riches. Juried exhibition of hooked rugs, 
Sept. 5-Oct. 13. Burlington Cultural Centre, 425 Brock 
Av., Burlington, ON. 

Spinners Retreat 1985, Oct. 20-27. Fairburn Farm, 
British Columbia. Contact D. Archer, 3310 Jackson 
Rd., RR#7, Duncan, BC V9L 4W4; 604-746-4637. 
Ontario Crafts 85, Oct. 31-Nov. 24. MacDonald Gal- 
lery, Queen’s Park, Toronto. Ontario Crafts Council. 
Ist Annual National Exhibition of Small Scale Fine 
Crafts: Fibre, Oct. 31-Dec. 8. Cartwright Street Gal- 
lery, 1411 Cartwright St., Granville Island, Vancouver. 
Texstyles. Conference presented by Surfacing Textile 
Dyers and Printers Assoc. of Ontario, Nov. 1-3. The 
Harbourfront, 235 Queen’s Quay, Toronto. Workshops, 
lectures, fashion show. Contact K. Doody, Surfacing 
*85, Box 6828, Station A, Toronto, ON M5W 1X6. 
Fibre Metamorphosis, Nov. 3-7. Langley Centennial 
Museum, Fort Langley, BC. 


OVERSEAS: Kawashima Textile School. Classes: 
Weaving, Sept. 3-27, Oct. 7-30, Nov. 5-28; elementary 
weaving, Sept. 14-27, Oct. 19-30, Nov. 16-28; dyeing, 
Sept. 28-Oct. 1, Oct. 31-Nov. 2, Nov. 29-Dec. 2. 418 
Ichihara-cho, Shizuichi, Sakyo-ku, Kyoto, Japan; tel. 
075-741-3151, 3152, 2107; tlx. 5422767. 

Textile As Sculpture. 12th International Biennial of 
Tapestry, June 14-Sept. 16. Cantonal Museum of Fine 
Arts, Lausanne, Switzerland. 

Yr Hen Ysgol. Weaving and spinning classes, June 1- 
Sept. 30. Aberbanc, Wales; tel. Velindre 370 771. 
Knitting, Sewing and Craftwork Show, Nov. 7-10. 
Anderson Centre, Glasgow. Contact Trade Exhibitions 
Scotland, Freepost, Tes House, Ancaster House, Crieff, 
Perthshire, PH7 4QZ, Scotland; 0764-4204-3312. 
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SILK CORDS 


Thirty colors, alllengths and sizes. 
Each hand crafted to your specifications. Great for jewelry. 


SILK FROGS 


Hand knotted Chinese frogs used for clothing closures. 
A mist for quality garments. 


SILK TASSELS 


Available on cords or order just tassel. 
Thirty colors, different styles, sized to your needs. 
Send $3.50 for color santples and information to: 
© THE CORD COMPANY 


We are an EXCELLENT ‘Source! 
SPECIALISTS IN FABRIC COLORATION 
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WEAVERS ann KNITTERS: 
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|CRYSTAL PALACE YARNS 
SPECIALISTS In ° Silks 







176 pages, 80 photos...Each an 
example of fabric manipulation. 
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NATURAL FIBERS ° Wools 

Also Available: a e Linen 
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© “DESIGN & SEW IT YOURSELF" ° Rayon 





A workbook for creative clothing 


14.95 Blends 










“BELTS...WAISTED SCULPTURE” 
An idea book of more than 50 
belts. $11.95 


Send Check or MO to: 


@ Lois Ericson 
® Box 16804T 
© Tahoe City, CA 95730 


53 different 
Natural and Dyed 

Coned Yarns ranging 

from 15,000 to 400 yards per pound. 

from $39.00 to $8.00 per pound. 

e Wholesale only ¢ Stocked in Berkeley « Mill Agents ¢ 














Crystal Palace Yarns 


Dept. TH 
3006 San Pablo Ave. (415)548-9988 EAL AAAI 


Berkeley, CA 94702 TLX: 278011 STRAW A Division of Straw Into Gold, Inc. 


P&H $1.50 for ] to 3 books 
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Guides and a Gadget for 
Interchanging Yarns 
You want to make a tempting project 
featured in a magazine or pattern book. 
You don’t have, don’t like, can’t afford, 
or can’t get the yarn specified. Still, you 
do have plenty of lovely yarns on hand, 
and there’s a great selection available in 
your area, How can you match the yarn 
you have to the project’s requirements? 
The answer probably lies in a yarn- 
finding book. An interchangeable yarn 
guide should give you enough 
information to determine if the yarn 
you've chosen is a substitute. It should 
be arranged by yarn type or supplier, and it 
should be comprehensive and current. 
While hunting, I found seven yarn 
guides and a handy gadget called a yarn 
balance. Two of the books, MeCall’s and 
Northern Neecllecraft’s, are purse-sized, 
thus trading comprehensiveness for 
portability. Two others, Universal Yarn 
Finder and My Valuable Yarn Grtide, 
intended for the consumer, include most 
of the yarns you could expect to find. 
Norm’s Professional Yarn Finder and 
Valuable Knitting Information, written 
for shopkeepers, attempt to include every 
available yarn. Celia Quinn’s guide is for 
weavers. The yarn balance is good for 
determining the number of yards in a 
pound of yarn. 


MecCall’s Guide—Interchangeable 
Yarns for Knit and Crochet Revised, 
edited by Nancy Davis. McCall's 
Needlework & Crafts/McCall’s Guide, 
P.O. Box 10040, Stamford, CT 06904, 
1984. $2.50 plus $.50 postage, 
softcover; O04 pp. 

This 344-in. x 8'4-in. booklet is 
awkwardly organized—the yarns are 
categorized by stitch gauge on a 
particular size needle, then by 
manufacturer or distributor, and finally 
by yarn name. The only way I could use it 
was backwards, starting from the index 
of manufacturers and brand names. 

Recently revised, this guide has 
information on yarn interchangeability, 
gauge, ounce/gram conversions, and 
knitting-needle and crochet-hook sizes, 
plus a list of yarn companies. It is 
probably most useful to the readers of 
McCall's Needlework & Crafts magazine, 
since its coverage (about 500 yarns) seems 
limited to the yarns suggested in the 
magazine’s patterns. 


Yarn Data Handbook by R. Samdahl. 

Northern Needlecraft Inc., 1728 North 

Second St., Minneapolis, MN 55411, 

1985 (revised yearly). $3, softcover; 96 pp. 
This purse-size booklet divides the 

680 yarns that it deseribes into four 


76 


thumb-indexed sections: lightweight, 
mediumweight, heavyweight, and 
bulkyweight varns. Within each of the 
vategories the varns are listed by supplier 
or manufacturer. Information on 
weight, vardage, fiber content, stiteh 
gauge, and neeclle size is provided for 
each yarn, with a blank column for the 
reader to fill in the prices. It also 
includes tables for U.S./metric/British 
conversions of needles and crochet 
hooks and ounce/gram exchanges. 

This book concentrates on the more 
easily found yarns. Since it’s revised every 
August, your $3 will buy you a current, 
if limited, look at what’s available. 

Northern Needlecraft also offers four 
companion yarn samplers, with a couple 
of inches of each yarn taped to its 
description. The basie sampler contains 
120 yarns. Categories of samples are 
lightweight and mediumweight, 
heavyweight, and bulkyvweight. 


Universal Yarn Finder, Vol. Il by 
Maggie Righetti. Maggie Righetti Designs, 
P.O. Box 49707, Atlanta, GA 30859, 
198.3. $9.95 plus $1.80 postage, 
softcover; 100 pp. 

This is the most professionally 
presented of the guides. The information 
is well organized in tabular form and 
bound in a magazine-size book. 

The 1,400 yarns listed are divided 
into five classes: fingering, sport, heavy 
worsted or 4-ply, bulky, and specialty. A 
thumb index on the side of the pages 
helps the reader go directly to the 
desired class of yarn. Typical uses for each 
category are described, and the varns 
are arranged alphabetically by 
manufacturer or distributor, then by 
yarn name. Each listing gives the yarn 
description, suggested U.S. knitting 
needle size(s), stitch gauge range, fiber 
content, cleaning care, type and weight 
of packaging, approximate yardage per 
package, suggested retail price, and the 
approximate number of skeins, balls, or 
cones needed to knit a small-size crew- 
neck sweater. Weaving yarns are included 
in the listings. 

Righetti also lists suppliers’ addresses 
and discusses dyc lots, yarn labels, gauge 
swatches, and estimating amounts. An 
appendix contains metric conversions, 
charts of U.S., British, and metric 
needle equivalents, and standard body 
measurements for infants’, children’s, 
misses’, women’s, and men’s sizes. 

The book has a few drawbacks, 
however. It doesn’t fit into a purse, and 
some of the information is becoming 
dated—prices have gone. up, new yarns 
have been introdueed, and old ones 
have been discontinued sinee 1983. 


My Valuable Yarn Guide (second 
edition). The Stitching Post, 

5712 Patterson Ave., Richinond, 

VA 23226, 1985 (updated twice a year). 
$6.95, softcover; 56 pp. 

This magazine-size, spiral-bound 
printout is revised every six months. Not 
as Slick as Righetti’s Universal Yarn 
Finder, it does have several advantages. 

The 2,000 varns described are 
grouped by manufacturer or supplier and 
listed alphabetically under the 
supplier’s name, with columns for yarn 
class (fingering, sport, worsted, or 
bulky), yards and weight per package, 
stitch gauge, U.S. knitting needle size, 
and fiber content. 

There are guidelines for interchanging 
yarn, a method for calculating how mueh 
substitute yarn is needed, explanations 
of the symbols on yarn labels, deseriptions 
of fiber characteristics, suggestions for 
caring for garments, and definitions of 
fiber and yarn-related terms. Knitting 
instructions for three sweaters and 
conversion tables for varn weights and 
lengths and knitting needles and crochet 
hooks are also included. 

The format of My Valuable Yarn 
Guide is the one I find easiest to use. I 
look up the yarn specified for the 
project Im planning to work on, and the 
yarn I want to substitute. It’s right 
there under the manufacturer’s or 
distributor’s name. I don’t have to 
check in two or three places because I’m 
unsure of the yarn size or stitch gauge. 
If the yarn I want to use is 
interchangeable, [ ean find the length 
per package of the specified yarn, 
-aleulate from the pattern the total 
length required, and dig out or purchase 
an equivalent length of the substitute 
yarn. Although this guide is not pocket 
size, it doesn’t have to be, since most 
yarn-shop owners have it on hand. Best of 
all, the information is updated and 
available every six months. 


Valuable Knitting Information (third 
edition). Knitting Information, 

P.O. Box 11523, Richmond, VA 232850, 
1985 (updated twice a year). $14.99 plus 
$1 postage, softcover; 116 pp. 

This companion to My Valuable Yarn 
Guide is for shop owners. It describes 
3,000 additional yarns; gives names, 
addresses and phone numbers of over 200 
suppliers; and includes a guide for 
estimating yardage in a garment, 
definitions of a long list of knit and 
crochet abbreviations, and three sweater 
patterns. Weaving varns are included. 

Shop owners who use My Valuable 
Yarn Guide may find the additional 
information worth the price. Towever, 


Threads Magazine 





Marketplace 











125 Cedar Street NY NY 10006 


=== HANDSPUN ALPACA YARN =~ 


PLUS SILK, COTTON, MOHAIR & WOOL YARNS. 
BOND KNITTING FRAMES AND OTHERKNITTING 
ACCESSORIES. 


SPINDLE YARNS, LTD. 
RD1, BOX R331-TH 
WILLIAMSBURG, MA 01096 
(413) 296-4025 

SAMPLE CARD - $2.00 PLUS S.A.S.E. 


The Leader in 
Sewing Supplies 
by Mail 

The most complete selection of 


LACES : TRIMS -: THREADS 
SNAP FASTENERS : BUTTONS 
WESTERN TRIMS 

ZIPPERS : NOTIONS 


FREE CATALOG 
e Bee Ae Company 


P.O. Box 36108-D 
Dallas, Texas 75235 


SIKMES 


JOIN THE EXCITEMENT 


The Complete Knitting Machine 
Store in a Catalog 

- Send for Your Free Copy Today 

» Mail & Phone Orders Welcome 


(212) 619-2898 


Luxurious Wool 
and exotic fibers 
ready to spin 


Quality wool 
and other natural 
fiber yarns 


Ke 
Fiber < 


Samples 
$2.00 


‘nite? 


Mail Order Catalog Free 
Curtis Fibers 
Star Rt. Box 15 © Ritzville, WA 99169 
(509) 659-1913 


ROBERTA ELECTRONIC SPINNER 


spinning, Weaving, Dyeing 
Supplies 


GIFTS © SHEEP e COLLECTABLES 
Books & Patterns 


Summer Workshops / Custom si 


MAIL ORDER & RETAIL 


SHOP 
Catalog $1. OO" 


ndable wilh 





491 E. Dept. TH Colburn RAd., Free Soil, Ml 49411 


October/November 1985 


| 
| 









HandWovery v4 





ICELANDIC 


WOOL JOAN BARTRAM DESIGNS 


Knitting Patterns for the Adventurous Knitter 
Yarns for the Connoisseur 


Catalogue $1.00 
Yarn Samples/Kit Information $2.00 


P.O. Box 397 Newport, Ri 02840 


100% wool yarns in 2 weights 
9 natural “sheep” colors 


Catalog and yarn samples: 
$2.00 






24 page illustrated catalog - $1 
(refundable) 


The Ganing Shop 


926 Gilman, Dept. TM, Berkeley, CA 94710 


—BASKETRY SUPPLIES, CLASSES 


GOLDEN FLEECE 
12519 S.E. 203rd Place 
Kent, WA 98031 





A SYSTEM FOR THE CONTROLLED USE 
OF REACTIVE DYES ON NATURAL FIBERS 


YEKIT 


» The Home-Dyer’s Helper 

» All the Necessary Instructions, Dyes, 
and Measuring Equipment 

| Dye Hundred s of Colors 3 | 

on All Natural Fibers 

® Look for DYEKIT in your local fiber ence 
supply shop or send $27.50 + $1.75 postage to: 

DYEKIT, 412 E. 4th St., Bloomington, IN 47401 





"Gitaren Woven Labels® 
Box 44444 Dept TH - Portland, OF 97244 





Exclusive i. of wools 
in beautiful textures and 
sophisticated colors. 
Matching yarns available 
for a sweater or 
that special detail. 


Swatches $3.00 
refunded with order. 


| PICKS #2 3316 CIRCLE HILL ROAD 


ALEXANDRIA, VA 22305 


PENDLETON WOOLENS 
AT SALE PRICES 


Famous PENDLETON 100% wooi suitings, plains and fancies. Send 
$3.00 for swatches and prices. $6.00 first order credit given on 
minium 2 yard order. Fabric is priced below regular retail. Geniune 
PENDLETON label for your garment with each order. 
OPPENHEIM’S, DEPT. 244 
N. MANCHESTER, Ind. 46962 










yz wyoreks 
A WORLD OF COLOR IN YOUR HANDS 


| BEAUTIFUL HAND-DYED 


== kk 
WOOL, MOHAIR, 
ANGORA & CASHMERE 


err) A les th View for Coober Samper: Salk 
| hs my VN ol $4 M!) Oahers $1 00 









1507 South 6 Street Suite 4 
Minneapolis, MN 55454 
612/338-0144 





CUSTOM MAKE 
SHIRTS & NECKTIES 


CSS 
DRESS SHIRTS FOR MEN & WOMEN that rival 


or exceed finest custom grade! Techniques for home 
sewers that easily produce: superb collars, profes- 
sional flat-felled seams and rolled hems fast! 
Applicable to all shirt-type garments. Professional 
details, custom fit analyzed and explained. Includes 
collar patterns from actual custom and best ready- 
to-wear shirts, commercial pattern recommenda- 


SPINFORMATION by Colonel Ronin 


Dean of spinning teachers. Perfect manual 
for teachers. Complete guide for self- 
teaching. $13.95. Famous SPINCRAFT 
SPINNING KIT - wheels - supplies. SASE. 


tions, unusual sources for exquisite shirting. 

THE CUSTOM SHIRT BOOK - 133 pages, 82x I, 
comb-bound $10.00 plus $1.00 postage. 

CUSTOM MAKING NECKTIES AT HOME 


more professional techniques and sources of supply 
$4.00 plus 75¢ postage. 


DAVID PAGE COFFIN Box 1580-TH,LA JOLLA, CA 92038 


FR 


Box 830332, Richardson, Texas 75083 


PY pine raft 
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for a little more money, you could 
subscribe to Norm ’s Professional Yarn 
Finder, which is much more extensively 
cross-referenced. 


Norm’s Professional Yarn Finder by 
Norm Danieko. P.O. Box 5358, 

Walnut Creek, CA 94596, 1985 
(updated quarterly). Yearly subscription 
$40, loose-leaf format. 

A shop owner told me about this 
service. Norm’s Yarn Finder is a 
computer-generated loose-leaf 
notebook. Most of the book is replaced 
every three months with new pages 
reflecting new and/or discontinued yarns 
and changes in manufacturer or 
supplier information. 

It provides information on just about 
all the yarns sold in this country. The first 
part explains how to use the charts and 
tables, then lists and cross-indexes the 
name, address, and phone number of 
the manufacturer or supplier of every yarn 
covered in the book. The second part 
lists each yarn by name, with the name of 
the manufacturer or supplier and the 
yarn classification (fingering, sport, 
worsted, in between, bulky, extra bulky, 
and novelty). The third part lists the 
companies in alphabetical order, their 
yarns, the yarn classifications, and the 
fiber contents. The last part lists the 
yarns alphabetically by name in terms of 
yarn classifications and provides the 
manufacturer, gauge, needle size, package 
weight, and yardage. 

Shop owners say they find this book 
useful and well worth the price. In one 
place it provides current information on 
all the yarns stocked in the store as well 
as those a customer might ask about. 

It’s too expensive and extensive for most 
individuals to own, however. 


Yarn: A Resource Guide for 
Handweavers by Celia Quinn. Interweave 
Press, 306 N. Washington Ave., 

Loveland, CO 80537, 1985. $15 plus $1.50 
postage, loose-leaf format; 106 pp. 

This sturdy loose-leaf binder, with 
full-size black-and-white photos is the 
first book to organize and describe the 
weaving yarns of many manufacturers in 
one place. (Weaving yarns can be used 
for knitting, but some have to be treated 
first. Many Knitting yarns can also be 
used for weaving.) 

More than 700 yarns are described in 
the master chart, which is divided into 13 
sections, by fiber or fiber blend. A 
photograph of each yarn accompanies a 
description including fiber, ply, twist 
type, direction and degree of twist, 
additional fiber information, surface 
description, yarn count, yardage per 
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pound or meters per kilogram, and 
supplier(s). The loose-leaf format permits 
the weaver to add samples of the yarns 
used and samples of the fabrics produced. 

The introduction discusses general 
fiber characteristics and preparation and 
yarn diameter and twist. It is followed 
by a glossary and a bibliography. Detailed 
information about each type of fiber is 
provided in the section devoted to that 
fiber. This information is available in 
many other places, but here it is very well 
prepared. An extensive supplier 
directory is also provided. 

This book is not easy to use, because 
no yarn names are given, nor are the yarns 
listed by manufacturer or supplier. The 
yarns are grouped by fiber content in 
order of their decreasing number of 
yards per pound. If you Know the fiber 
content of the yarn you want and its 
yards per pound, you can find similar 
yarns. For weaving, yarns of similar 
fiber content and similar yards per pound 
should be interchangeable. 

On the other hand, it is exciting to 
browse through. It’s the only yarn finder 
with a picture of each yarn. It’s 
expensive at $15, but it’s a bargain 
compared with the cost of ordering 
samples from each supplier. 


MecMorran Yarn Balance, Grandor 
Industries, P.O. Box 5831, Sherman Oaks, 
CA 914085. $14.95 plus $1.50 postage. 

Sometimes you can judge yarn 
equivalency just by knowing the number 
of yards in a pound of yarn. In this 
situation, the McMorran yarn balance 
could be the only tool you need to use. 

It consists of a balancing arm that 
pivots on the top of a rectangular plastic 
box. You place a length of yarn in the 
notch on the arm and add more or snip 
some off until the arm balances. Then 
you measure the length of the yarn and 
multiply the inches and fractions by 
100. The result is the approximate number 
of yards in a pound. 

If you have unlabeled yarns or yarns 
without yardage information, it’s a handy 
gadget to have. It’s portable, and it 
doesn’t have to be updated in the spring. 


When I plan a project, I refer to My 
Valuable Yarn Guide, and I get out the 
MecMorran Yarn Balance. And, of course, 

I pester my local yarn retailers. Where do 
you think I found out about all these 
books and the yarn balance? 

If you own any of these guides, even a 
dated edition, don’t throw it away. 
Information on discontinued yarns could 
be valuable when you dig out that 
wonderful yarn you bought before you 
knew what you were doing.—I/sabel Domber 





The 
basketry magazine 


with STYLE! 


= ol Quarterly 


The original source for: 


IDEAS, INSTRUCTION, 
INTERVIEWS, INQUIRIES 
and INFORMATION. 


Sample: $3.50 ppd. U.S. funds 
Subscription rates: $8.95 U.S. ppd. 


$11.95 Canada and all other. 
All subscriptions pre-paid. 


The Basketmaker Quarterly 


MKS Publications, Inc. 
P.O. Box 005 Dept.T 
Belleville, Michigan 48111 


Retail inquiries welcome 





SNS EW~It SEAMS 


“Join The Excitement” 


If you love to sew?! 
Sew-It Seams is for you! 


Sew-It Seams is an informational publica- 
tion concerning all aspects of the sewing 
industry. We are dedicated to com- 
municating new ideas, helpful information, 
and related services to our readers. 


* 


Educating and inspiring sewing people is 
our goal! 

Make more efficient use of sewing time 
through short cuts and self knowledge! 
Improve self confidence! 

' Exciting, illustrated, educational articles! 
* Special emphasis on reader participation! 
We bring ideas and skills that keep you 
informed, save you money, and add flair to 
your sewing creativeness. 

We would enjoy having your opinions to 
customize our publication for you. 


H0ntH 
ADVERTISING SPACE AVAILABLE 
CONTRIBUTING WRITERS WELCOME 


“Sew It Seams” Charter Membership $15.00 


Name a 

Address 

Enclosed Ck. Visa M.C. 
Card No. ee Exp. Date 





208 Central Way ¢ Kirkland, WA 98033 
(206) 822-6700 
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COMPLETE SUPPLIES 
& CLASSES FOR 

WEAVING, SPINNING, 

DYEING, BATIKING 

& KNITTING 


THE BATIN. ANDI 
WEAVING SUPPLIER 


393 MASSACHUSETTS AVE. 
ARLINGTON, MA 02174 


(617) 646-4453 


send $1.00 for supplies catalog 
or send for free catalog on classes 








KATHLEEN B. SMITH 
Handweaver and Wool Dyer 
All sorts of the vary best GOODS 
for traditional 18th century Neediework 
CATALOG $1.00 
P.O. Box 48 
W. Chesterfield, MA 01084 
(413) 296-4437 


4 aie ee . 
4 CRAZY QUILT STITCHES 
: TT Th " ¥ 
$10.00 « 
Dorothy Bond ~~ 
34706 Row River Rad & 
Cottage Grove, Ore 97424 


$150 postage 
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Mon.-Sat. 10-6 
in MIC Fri 10-9 


Traditional Handrcrafts 


purveyors of Spinning, 
weaving, dyeing, knitting 

: SUPPLIES 

specializing in natural 

; FIBRES 

friendly knowledgeable sales people 
; at 154 mary alexander court 

: northville, m 48167 
(33) 349-7 508 


MILL ENDS BY MAIL ORDER? 
We sure do. FREE SAMPLES? 
Just ask. GOOD PRICES? Terrific. 
AND DISCOUNTS? Nobody does 
it better! For current samples, 
write to WEBS, P.O. Box 349, 
18 Kellogg Ave., Amherst, MA 
01004. Or call: (413) 253-2580. 





WEBS 


October/November 1985 





Call Collect (313)547-9159 
Freight Free up to $50 


Handweaving Looms from 
GLIMAKRA * NORWOOD « SCHACHT 
LECLERC *« BEKA ¢ CRANBROOK 


| ASHFORD & LOUET 
Spinning Wheels 


Institutional Inquiries Welcome 


THE GOLDEN 


1602 Rochester Rd., P.O. Box 761-T 











or write to: 
10402 N.W. 


Handknitting Yarns 


Enclose $2 for portfolio. 


WILD AND WOLLE 
Box 914 
Wilmette, Illinois 60091 





If you can’t leave home 


towork... Catalog . . . . $2.00 
and never have 
i 
te Sa QUALITY NEW ZEALAND 
INTERIOR HANDCRAFT FLEECES 
DECORATING, Beautiful fleece wool, specially bred for hand- 
DRAPERY craft people. Clean fleeces, long staples (5” 
MAKING plus) weighing 6 Ibs. Different breeds and col- 


If husband’s paycheck won't meet bills, turn your sewing 
machine into a money-making machine! We show you how, 
at home, spare time. Create luxurious draperies, bedspread 
ensembles. Do interior decorating! Earn as you learn while 
you meet enormous demand from new neighbors. Delightful 
hobby, too! Save up to $300 on your own - 

drapes alone, buy fabrics wholesale. No 


enperence needed, no age limit, no invest- al in a very personal manner. 
P JANETTE McKENZIE 
ad Gorrie Downs, Greta Valley. R.D. 
Custom Drapery inst., Dept XB536 a 4 North Canterbury, New Zealand 


2118 South Grand, Senta Ana, CA 92705 


Royal Oak, MI 48068 sceas 
(313) 547-9159 fovwcad 


Call (206) 573-7264 


we 
he 3 ~s wh ‘ = 
15 Subdued Colors WAN nly My 
3/16" flat — 
#3 round 
Toreceive colored samples, senct 
+1 (refundable with first order) 


to: 


—= 
i 


SPLINTS & REEDS 
883 BostonPost Road 
Suite 131 
Madison, Connecticut 06443 


TOOLS OF THE TRADE 


quality hand built 
floor and table looms 
benches, accessories 


free brochure 
dealerships available 


Tools of the Trade 

RFD-T1 

Fair Haven, VT 05743 
| (802) 537-3183 


HEDDLE 








Shannock 
tapestry 


F Indi 
a ele SILK FABRICS 
ACCESSORIES 
Silk Samples & Brochure $10.00 


Refundable with order 


Cl YES. SEND ME A COMPLETE SAMPLE 
SPECIAL EFFECTS KIT, BROCHURE. ALSO SEND ME SPECIAL 
1938 Wildwood Circle OFFERS ANO SAMPLES FOR ONE FULL 
Glendale Hts., 1L 60139 YEAR CHECK, M.D., VISA, MC ACCEPTED. 


High tension, heavy duty, 
professional tapestry looms 
with roller beams and 
other weaving accessories. 





Dept. 10 





11th Ave., Vancouver, WA USA 98685 


European Jointed Teddy Bear Patterns 


and Supplies 

- . 
¢ Leather 4) 
* Quantity Discounts 


© Fur 

e Joints 
e Eyes 
¢ Noses 


e Prompt Service C ww 
Caillorraine (riginals oe 
_Jo 


mad HY 


« 
P.O. Box de? 
Tehachapi, CA 93561 











ors available. 

Prices per LB, white and colored US $2.95, 
p&p extra. Carded wool available. Brochures 
and samples, no charge. 

Orders sent promptly 
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Heirlooms 


Ten Years and Ten 
Pounds of Crochet 


There are more than 800 pinwheels in 
this double bedspread, each about 4 in. in 
diameter. It was made over the course 

of 10 years out of 30-weight mercerized 
ecru cotton thread with a No. 8 crochet 








hook. Each crocheted square is handsewn 
to the next in such a way that the 

seams are imperceptible. The finished 
bedspread weighs 10 Ib. 

Anna LoSchiavo, my grandmother, 
learned the pattern and stitch for this lace 
coverlet, or coperfa, when she was a 
young girl living in Italy. She told me that 





SLEEPY HEAD 


the bedspread is usually laid over 
brightly colored sheets to emphasize and 
enhance the openwork. 

She started crocheting the coverlet 
when I was a child and showed it to me 
when it was finished—15 years ago. It 
remained in a cedar chest until this 
photograph was taken, waiting for the 
day Pd marry and take it into my home. It 
seems an arbitrary reason to keep a 
treasure like this hidden and so long out 
of use, but this is why the bedspread 
was made. ’'m trying to find another way 
to get it. 

Over the years, my grandmother has 
made countless afghans, scarves, shawls, 
handkerchiefs, nightgowns, and 
slippers. She has accumulated yards of 
fabric, skeins of wool, and spools of 
thread, intended for projects that are still 
tocome. At age 89, she is planning to 
start a bureau runner to match the 
bedspread, and also some squares for 
the night tables. —Deborah Cannarella 


What's the story behind your favorite 
fiber heirloom? If you'd like to share it 
with others, send a letter and picture to: 
IIeirloons, Threads Magazine, Box 355, 
Newtown, CT 06470. 


HENRIETTA HIPPO 


LITTLE 
PLEASURES 


Dept. T, 127 E. LeMarche Ave. 
Phoenix, AZ 85022 


Pre PATTERNS $4.50 ea. 
~~" check or money order 


THE RIVER FARM 
Route 1, Box 401 
Timberville, Virginia 22853 









(soft sculpt. 15”) DOOR STOP (21”) 






MAIL ORDER 

Clean American Fleece for Spinning, 

Wheels, Looms, Accessories, Weekend Hand 
Spinning Workshops, Free Brochure. 


703-896-9931 
MasterCard/Visa 


In the Shenandoah Valley 














Black sheep, fleece, 
handspun yarn, spinning supplies . Whe 
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HANDSPUN ¢ NATURALLY Dyep 


WooL YARN 


SEND $389 FO D 
Sao MOTUS ta ann oe 


RAINBOW HAT L ANAALY p 













Mary 
P.O. Box 2555 
McGregor Salisbury, Maryland 21801 


INCLUDE 


Wirth fans ome Bee Mowe ONS 
a chi 
RAINGoW ae ck CARE RAG ant 38 


Complete line of Genuine 
PATERNAYAN Persian Yarn. 





Supplies and accessories, books and charts 
for all types needlework. 


Satisfaction Guaranteed. | 
Send $1 for catalog 





80 Threads Magazine 


Marketplace 


WEAVING & KNITTING 
YARNS 


For Fiberartists 
SILKS, COTTONS, WOOLS, RAYONS, EXOTICS 
mail order- yarn samples- $3.00 
’ spinning fibers- $3.00 


HERITAGE QUILTS & QUILTING DESIGNS II 
ANOTHER COLLECTION FROM GRANDMA FRANSON'S ATTIC 
COMPILED & EDITED 
by BERTHARETH TRIBUNO 


HARD-TO-FIND NEEDLEWORK BOOKS 
BY MAIL. We specialize in rare, out-of- 
print, and NEW books at moderate prices. 
Free book search service. Books bought 
and sold. Send $1.00 for catalog. Tell us 
your special area of interest and we'll send 
list of books available. Hard-To-Find Needle- 
work Books, Bette Feinstein, 96E Round- 
wood, Newton, MA 02164. 


A large 11 x 17 spiral bound book containing a collection of & old fashioned 
quilt patterns with more than 50 coordinating quilting designs for these quilts 


THE FIBER STUDIO 
Foster Hill Rd. 
Henniker, NH 03242 


603-428-7830 
{open Tues-Sat. 10-4} 
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Send $9.95 plus $1.50 shipping to 
BERTHA RETH TRIBUNO 
| 4111 WOODRIDGE DR. NE - DEPT. T 


SPINNING WHEELS & LOOMS 








Looms, wheels, carders, fleece and sheep. Quality 
products and prompt service. Write for brochure. 


Spring Creek Farm 





PATTERNWORKS / DEPT. T-10/ Box 1690 
POUGHKEEPSIE, NY 12601 


Box 466-T, Mound, Minnesota 55364 


New Gauge Tool 


Invented by an expert knitter who made 
one gauge error too many! Stitches in 9 
gauges are illustrated on the 18” clear plastic 
KNITTER’SRULE. Overlay this template on your 
sample and determine at a glance if the gauge 
is accurate. No counting - No ripping. 

Available at many Yarn Shops or by mai: 
$5.75 ea., ppd. (NYS residents add tax) 






















CEDAR RAPIDS, IA 52401 
Order HERITAGE QUILTING DESIGNS from the Colleclion of DORATHY FRANSON 


$925 plus $1 50 shipping 


(Send only $1 50 shipping when ordering both books) 


ae WANDSPUN 


Handspun wool yarn and 


dyed fleece 1n many lovely 


colors Discount prices on 
Ashford spinning wheels 
send $1.00 for samples to 


P.O. Box 823-T, Arcata,CA 95521 


WEAVERS DEN CT RY 


7170 CHAGRINROAD, CHAGRIN FALLS, OHIG44022 » 216 247-5408 





ER, 


YARNS ¢ LOOMS 
WEAVING & KNITTING 
SUPPLIES & INSTRUCTIONS 


Two week concentrated 
courses in Gobelin Tapestry 


¢ November ihe May 


French traditional Gobelin looms 


Traditional and contemporary 
techniques 
Instructor Dorothy Gregg 


Reasonable accommodations 


available in the quaint village of 


Write or call for detailed brochure. 


Chagrin Falls,Ohio. 


Index to Advertisers 








The CLASSIFIED rate is $2.25 per word, mint- 
mum ad 15 words. Payment must accompany or- 
der. Send to Threads, Advertising Dept., Box 355, 
Newtown, CT 06470. Deadline for the December- 
‘January issue is September 25. 


“AUTO KNITTER” machine, 1919 vintage, mint 
condition, with accessories and literature. Tim 
Borelli, 18552 C.R. 10, Bristol, IN 46507. (219) 
262-6918. 


Here’s a booklet for future MACHINE KNITTERS; 
Buying a Knitting Machine Intelligently. Machine 
Knitters Newsletter, 130 West 29th St., 3rd FL, 
New York, NY 10001. Price, $4 plus ‘50¢ postage 
and handling. 


HUNDREDS OF BOOKS about spinning, weaving, 
dyeing, and related fibre arts. Mail order catalog, 
$2. Ginger Press Bookstore, 848 Second Avenue 
East, Owen Sound, Ont., Canada N4K 2113. 





You can make a 
beautiful rug in 
a week-end! 
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Bee Lee Co. 77 Hard-To-Find Needlework Sew-It Seams 78 You can create beautiful rugs and wall hangings 
Buffalo Batt & Felt 5 Books 81 Shannock Tapestry Looms 79 of enviable workmanship. Tight loop, shag or in 
Caning Shop 77 Harris Handspun 81 Sharper Edge 21 between, up to 500 Joops per minute! Easy-to- 
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Charm Woven Labels 77 Heritage Quilts 81 Special Effects 79 There’s nothing like it anywhere. Full price is 
Classic Cloth 13 Ident-Ify Label ci Spin ‘n Weave 16 $99.50, plus $7 handling and shipping. Full 
Clothing Design Concepts 13 Interweave Press 5 Spincraft Te money- -back guarantee, of course. 
CooperTools 15 JaggerSpun 17 Spindle Yarns 77 
Cord Company 75 Janette McKenzie 79 Splints & Reeds 79 FREE a 
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Custom Drapery Institute 79 Lois Ericson 75 Tamm Yarns 11 Hook needle. Also send FREE Color Catalog. , 
David Page Coffin 77 Macomber Looms 83 Taunton Press Wega | , (LJ Send Color Catalog of rug/wallhanging photos only. | 
Designery 13 Madhatter Press 18 Tools of the Trade 79 , Enclosed is $2 (refundable with first order). | 
Doll Lady 13 Martha Hall 7 Traditional andcrafts 79 , | 
Dorothy Bond 79 Mary Lorish Jahn 79 Weaver's Den 81 5 Name ; 
Dos Tejedoras 18 Mary McGregor 80 Weaver's Journal 15 i \ 
Drop Spindle 16 Morris Cottage 16 Webs 79 ; Address i 
Dyekit 77 Oppenheim’'s 77 Wildflower Fiber Studio 21 1 — ' 
Dyeworks 77 Patternworks 81 Wild & Wolle 79 » City State Zip 
Fiber Studio 81 Penland School 4 Woolfindings rei : 
Folkwear 15 Picks 77 Worcester Craft Center 17 safes Reta VERO NOT Seng Casiisleiibe) 
Forget-Me-Knots 16 Pro Chem Dyes 75 i i 
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Family photos on 

your quilt 

Blueprinting, or cyanotype, is a 
photographic process that’s usually used 
to make copies of house plans, but it’!] 
also work on cloth, according to an article 
by Susan S. Johnson in the July/August 
issue of The Needlework Times. Johnson 
found she can print family portraits 

onto quilting squares. 

The original image can bea 
photographic negative, which produces an 
image similar to a woodcut in tones 
ranging from pale aqua to deep Prussian 
blue, or it can be an opaque object, 
like a leaf or a paper stencil, which 
produces a silhouette. The light source for 
imaging is the sun. 

Johnson writes that her biggest 
frustration was finding the chemicals. 
When she finally did, she had to buy 
19 lb. and 12 oz. more than she needed. 
She ended up packaging the chemicals 
with a few yards of suitable cotton to 
sell as the Sun Print Kit, available from 
Gramma’s Graphies, 20 Birling Gap, 
Dept. TNT2, Fairport, NY 14450. 

The Needlework Times is a bimonthly 
magazine that features knitting, sewing, 
and needlepoint articles and projects. 
Unfortunately, it recently suffered 
circulation difficulties. During July, 
the owners laid off the editor, Mary Ann 
Hickey, and suspended publication for at 
least three months. Back issues can still 
be obtained for $1.50 from Opportunity 
Press, Suite 1405, 6 N. Michigan Ave., 
Chicago, IL 60602. 


Sewing for the stage 

Bias Line is a new monthly newsletter 
for theatrical costumers and technicians. 
The first issue (May 1985) describes a 
taffeta gown made for a production of 
Hedda Gabler and gives advice on sizing 
hats. A subscription is $10, from Costume 
Tech, 140 Glendale, Suite 243, 

Lakeland, FL 33803. 


Knitting from a 

paper pattern 

“You have just bought a terrific pattern 
and using your handwoven material 
you've made a skirt. It’s great and you 
love it. But the pattern has a top with it. 
The top has a great shape and you'd 

like to make it too, but you'd like to 
knit it. You can.” 

So Betty Keeler begins a complex, but 
sensible, discussion of how to convert 
sewing patterns into knitting 
instructions in the Winter 1984 issue of 
Spin Off. Published quarterly by 
Interweave Press, 306 N. Washington Ave., 
Loveland, CO 80537, the magazine costs 
$2.50 per issue and $10 per year. 
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Keeler doesn’t fool around. She 
begins by figuring out how much fleece to 
spin into knitting yarn. She knits a 
gauge swatch, then trims the seam 
allowances off her paper pattern and 
draws reference lines on it. Now, from her 
stitch and row counts and the pattern’s 
dimensions, she calculates how many 
stitches to cast on, where to increase 
and decrease and by how much, and away 
she knits. Try a simple shell the first 
time, Keeler advises, though even such 
complexities as collars, long sleeves, 
and cuffs are not difficult to figure out. 


New magazines 

for knitters 

Three new knitting magazines began 
publishing recently, two of them with 
articles in addition to patterns. And 
another new magazine is promised. 

Knitters, a biyearly publication, 
comes from the same folks who do The 
Pratrie Wool Companion (for weavers). 
The first issue, which quickly sold out, 
featured Elizabeth Zimmermann’s life 
story, an illustrated discussion of how 
sweater designers develop ideas (by 
Deborah Newton, whose patterns turn up 
everywhere), and a number of Guernsey 
sweaters. The second issue featured lace 
knitting and an interview with art 
knitter Mary Walker Phillips. Knitters is 
$4 a copy from Golden Fleece 
Publications, 126 S. Phillips Ave., 

Sioux Falls, SD 57102. 

Another new journal is Cast On, the 
quarterly of The Knitting Guild of 
America (TKGA). In its spring issue, 
Alice Starmore tells how to learn Fair Isle 
patterning. Cast On comes with TKGA 
membership, $15 a year, from TKGA, 
P.O. Box 1606, Knoxville, TN 37901. 

Knitting with Simpticity is a biannual 
that resembles the venerable Vogue 
Knilting. Published by Simplicity 
Pattern Co., 200 Madison Ave., New York, 
NY 10016, it costs $2.95 per issue. 

Macknit is to be exclusively for machine 
knitters. It will be published twice 
yearly by The Knitting Machine Studio, 
P.O. Box 8145, Englewood, NJ 07631, at 
$6.50 per issue or $12 per year. 


Learning about lace 

Lacy clothes are back in fashion, if they 
ever really went out. Here are a couple of 
recently published articles about 

making lace fabrics. 

Anna, the West German needlecraft 
monthly, resumed its lacemaking course 
this spring, featuring Hedebo lacework 
(March), bobbin lace (April), and tatting 
(May). Anna is translated into English 
and is becoming more widely available in 
needlecraft stores. You can also order it 











by mail for $30 a year from German 
Language Publications, 560 Sylvan Ave., 
Englewood Cliffs, NJ 076382. 

Judith Brandau, in the Spring 1985 
issue of The Smocking Arts, explains how 
to crochet exceedingly delicate Irish 
lace. She advises beginners to start with 
size 10 thread and a size 6 hook and to 
concentrate on edgings. With proficiency, 
one can work up to size 30 thread and a 
size 10 hook, while the truly expert 
will work size 70 to 100 thread with a 
size 13 hook. 

The Smocking Arts is published five 
times a year and comes with membership 
($15) in the Smocking Arts Guild of 
America (SAGA), available from SAGA, 
P.O. Box 75, Knoxville, TN 37902. 


Making space 

for quilting 

Some quilters seem instinctively to 
know how to organize their tools and 
hoards of cloth, while others seem 
condemned to wallow in chaos. If you're 
among the latter, pick up the 
July/August issue of Quilter’s Newsletter 
Magazine—$1.75 a copy or $11.50 for 10 
issues by subscription from Box 394-S, 
Wheatridge, CO 80034. The magazine 
contains color photos of the very 
different, but amazingly neat, studios of 
three professional quilters, along with 
good advice about how to manage your 
own work space. The secret is to get your 
fabric stash all together in one place, to 
organize it by color and texture, and to 
keep it where you can see it and get at 
it. Scrap your old clothes and steal half of 
the bedroom closet if you have to, or 
toss those jars of 1967 peaches and 
reclaim the canning shelves. 


From quilting to knitting to sewing to 
embroidery, there are at least 100 
magazines covering some aspect of 
the fiber and fabric arts. There’s no 
way a busy person could spare the 
time or money to keep up with them all. 
In Clips, we'll help you stay on top 
of the magazine pile. We'll publish 
summaries of recent articles we 
found interesting and useful, with 
information on how to order the 
source magazine. We'll tell you about 
new magazines and introduce you to 
established journals and newsletters 
you might not encounter on your 
own. And when you come across some 
information that helps you in your 
craftwork, you can be sure others 
would ke to know about it too. Tell 
us where you found it and what you 
liked about it. Write: Clips, Threads 
Magazine, Box 355, Newtown, CT 06470. 





Threads Magazine 


Color is our business 


(ol Art- ells cehy cy SMamelth atele) (6) 
consultant, has completely 
redesigned our color lines. We 
think you'll find our yarns 
even more beautiful than 
before. 


We card and spin handweav- 
ing yarns in our mill from 
long-fibered, 100% Virgin 

A fore) MOLI ame hucets te bier (cont vere)| 
colors range from vibrant ac- 
cents to subtle heathers and 
are now available at many 
fine handweaving shops. 
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HARRISVILLE DESIGNS _ Harrisville, New Hampshire 03450 





AD-A-HARNESS LOOMS® 


— Traditional Quality— 


AD-A-CAD/CAM SYSTEMS” 


—Trendsetting Innovations— 











MANUFACTURED BY 


MACOMBER LOOMS 


P.O. Box 186 Beech Ridge Road - York, Maine 03909 - 207-363-2808 
—ESTABLISHED 1936—- 


Call or write today for our new catalog. 











OTR ATARI GA es 


and 
Dashes 


During a trip to Hawaii to visit her son, Claire Zeisler, 
who is best known for her large three-dimensional coiled 
cascades of hemp, found rocks on the beach that she 
thought were so ugly she had to do something with them. 
The weather was bad, so she started to wrap and fill in, 
making what looks like underwear to cover them. Over a 
period of years, her embellished sticks, stones, and shells 
_ have evolved into assemblages. Work on the small pieces 
is intensive, but Claire Zeisler, at 82, still enjoys taking a 
single technique—the simple buttonhole stitch—and using 
it in a variety of ways. —B. Levine 





Photos: “Fragments and Dashes,” with details, Collection of the Museum of Contemporary Art, 
Chicago, Special Purchase Fund in honor of the artist's birthday 


